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INTRODUCTION 

by Deems Taylor 

There are other books of program notes, of course; but most of them present 
difficulties for the average reader. Some run to many volumes and are so erudite 
that they are likely to be heavy going for the nonprofessional; others cover only 
a limits field; still others stick to cold facts with no trimmings; and too many 
are written in such a high rhapsodic vein that the music they describe comes 
rather as an anticlimax. This book manages to avoid all these pitfalls. 

Its origin might interest you. Early in 1941 Pitts Sanborn died. He had been, 
among other things, the program annotator for the concerts of the New York 
P hilh armonic-Symphony Orchestra, and his sudden passing made it imperative 
to find a successor who would write the notes for the remaining concerts of the 
1940-1941 season-The Philharmonic-Symphony’s board of directors found, not 
one, but two. They were the young and comparatively unknown music critics 
of the New Yor\ World-Telegram. They took over Sanborn’s job so effectively 
that they are now not quite so young and are definitely far from unknown. 
This book is a compendium of what they wrote over a period of a little less 
than seven years. 

I know of no similar book that covers such a wide and catholic field. The 
oldest composer discussed is Tomas Luis De Victoria, who would be celebrating 
his four hundred and seventh birthday if he were alive. The youngest, Lukas 
Foss, is three hundred and eighty-two years his junior. 

For the book’s extraordinary range the authors undoubtedly have to thank the 
Philharmonic-Symphony’s fondness for guest-conductors. The guest-conductor 
makes for a varied repertoire. The one-man orchestra, unless its conductor has 
a high degree of curiosity and tolerance, tends to find itself, season after season, 
playing programs made up of the maestro’s favorites, plus a few cautious 
novelties that are played once and then dropped. On the other hand, the 
orchestra that goes in for guest-conductors—and the Philharmonic-Symphony 
has had its ample share-lives in a state of excited polyandry, with each 
newcomer bringing his favorites and introducing his pet novelties. 
gThus in addition to the acknowledged masters, the three B’s and the like, 
you find here many names that seldom appear on symphony programs— 
Benjamin, Fernandez, Khrennikoff, Pfitzner, Revueltas, to name a few. Also, 

£ v THE HUNT LIBRARY 

IKSWUTE Of rECHHOLflflf 



VI 


INTRODUCTION 


you will find works discussed which, while seldom played—Mahler’s Ninth, 
for instance—have a definite historical significance. If Shakespeare survives, he 
owes some of his permanence to Marlowe and Jonson. 

The unique feature of this book is its hospitality to American composers. 
Of the one hundred and sixty-three composers listed, forty-three are Americans, 
Here again are many names that are undeniably important but which, for one 
reason or another, are seldom found in existing reference books. 

The Concert Companion has more than quantity to recommend it. The 
thematic analyses are sound, simple enough to be intelligible to the layman, 
and blessedly brief. If there must be thematic analyses—and some flagellant 
souls demand them—the Bagar-Biancolli brand is the least soporific. Happily 
the authors give more space to biographical material and anecdota, which 1 
think is an excellent idea. As a reader of program notes I derive more pleasure 
from learning that So-and-So composed his third symphony while under the 
influence of hashish than from being told that the first theme is announced b) 
two tubas and a viola d’amore; and while you will search in vain, through the 
pages that follow, for that particular titbit, you will, I can promise you, find 
many others equally arresting and possibly more accurate. 
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PREFACE 


T , Concert Companion is offered as a combined guide and reader in the hope 
r w j j .1 v differing tastes will find what they need in a com- 
that concert-goers of y £ d sixty composers and their music. 

f" -r*± zzE&X* - fom ’ *■* ot 

For Ac musrc lover ° b p ,„ vi ded. where Ac authors felt 

and new scores havcm winded. In those instances 

where technical analysis has been furnished, relevantfee* >^ 

been stressed and an attempt has been ma e to escri e carc ful 

i and Vielnful wav The only musical training prescribed here is caretui 
and m/mory will a«omplish more than any amount 

h 7h!“^g SI h 7r po ut 

used material designed to sharpen interest in the composer and his music 
Any anecdote of hLan appeal, they felt, would make the by 

bringing its composer closer to the listener. Several years of service as the 

' annotators of the New York Philharmonic-Symphony Society W “nwnce^ 

Ac authors of tiro widespread interest in the personal ram ’ 

“^Ig glimpse of a composer at work, some intimate story of pa,n and 
struggle mysteriously enshrined in the symphony or concerto, a bn*.p«hap 
7Z romLtic drcLstances out of which some great love mus.c grew^For 
1 Bar*e Beethovens, and the Brahrmes were human-all too humam 
indeed—andtheir music is them as a testament of their moods of despam and 

behev^thaMreaders will find We Concert Common a 
and handv source of information for radio and phonograph listening as well. 
£££ “evented in alphabetical order, each i— 
reflecting some striking aspect of his mus.c or personahty. Only essennal fact 
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of date and place of birth and death are given under each name. It was felt 
the biographical and historical details woven into each “program note” w< 
suffice. Compositions have been grouped in orderly sequence according to t 
form—symphony, concerto, overture, suite, and so forth. In general, anal 
and instrumentation, where given, are reserved for the end of the note. A 
technical analyses used in this volume were the work of our predecessor, 
late Pitts Sanborn. The authors, both of whom were Mr. Sanborn’s assoc: 
on the music staff of the New Yor\ World-Telegram, often assisted him in 
preparation of much of this material. These particular analyses have 1 
differentiated from the others by appearing within quotation marks. 

While “comprehensive,” the volume necessarily omits many composit 
that occasionally occur on concert programs. No effort has been made—or o 
be made—to cover the whole field in one volume. For one reason or anoi 
several worth-while “classics” were regretfully denied admittance; and of 
living composers, especially the Americans, it is fervently hoped that 
omission of some names will not be misunderstood. We have tried to make 
list as representative as possible. That it is far from exhaustive we are the 
to admit. We are even prepared to venture that several names now om 
will become far more significant and more widely publicized in years to o 

This problem of selection was one of the most difficult to solve categoric 
The authors obviously could not restrict themselves to the Philharmi 
Symphony repertory of the last seven years. Many eligible works would 
have been ignored. Accordingly several gaps were filled to make the selei 
as “standard” as possible. A few compositions like Liszt’s Les Preludes 
Grieg’s Peer Gynt music, which are no longer conspicuous in the subscri] 
seasons of the major American orchestras, were included because of 
abiding popularity with a large mass of music lovers. 

As a rule, selection has been based on the frequency of performance b] 
leading orchestras and in the growing repertories of radio and records. In i 
instances, however, works have been included because of their significan 
modern trends and what is regarded in professional circles as their as: 
future. Here again there is a wide margin for prophetic error. The histo 
music provides warning enough that he is indeed a bold prophet who v 
dare predict the fate of any new composition ten years hence. Given the . 
of this volume, the authors have sought to allot special emphasis to me 
scores—foreign as well as American. This emphasis, however, has entaik 
sacrifice to the “standard” repertory. Whatever his favorite symphony, or 
ture, or concerto, it is earnestly hoped that the reader will find it in these j 
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Another difficulty encountered by the authors in assembling this material was 

th^Tof duplicaL. That is, in a few cases pretty much the same background 
the risk or d p ^ ^ ^ more wor ks by the same composer. An 

toce htc twin inspiration of Berlioz’ Fantastic and Romeo and Juhet 
instance is ^ similar backgr0U nd of Chopin’s two piano con- 

certo^The' writers circumvented this risk by dividing the assignment an 

approaching the m«dnal 

I rugged 

iT specific composition, notes about other music preceding and following it m 
date of writing might be referred to for additional information about die 

^musifboXof this kind could be complete without the expression 
deep-felt sense of gratitude to several American annotators who early raised th 
program note to the level of a new literary g en re. Hig ^ 1 ° n | eSe ° 
unhesitatingly places William Foster Apthorp and Philip Hale, both of 
Boston Symphony Orchestra. To them, and to their scholarly successor John . 
Burk toFeUx Borowski of the Chicago Symphony Orchestra as well as o ou 
f^ItV pmdecessors of the PhUharmonic-Symphony, the late Lawrence 
Gilman and Pitts Sanborn, the authors owe not only many analytical clues bu 
dso several quoted fragments of judgment and translation. A special 
of thanks must go to Arthur Judson and Bruno Zirato, managers of* 
Philharmonic-Symphony Society, for their constant support and cooperation, 
and m tlJentire Board of Directors for the privilege of using this 

material in book form. Ptaxtpattt 

Robert Bagar and Louis Biancolli 





Isaac Albeniz 

born: CiMBROBix, CATALONIA) .RAIN, S 9 , ^ CAMBO-LES-BAINS, —» 

PYRENEES, FRANCE, MAY IO, *9°9* 

H ■ loftv and extraordinary intuition might he compared to a mne 

“Fete-Dieu a Seville” from the Suite Iberia 

[Transcribed for orchestra by E. Fernandez Arbos] 

A PROLIFIC WRITER of piano music, Albemz c01 ??°/ e ^ ^ twe lve pieces, 

and the year of his death) the Suite Item ^ R ^ 

each depicting some pkce or ^™ D ? in 0 f Music and Musicians , are 

^ for Spaidsl1 p ° pular 
pianists, including Joaquin Makes and ' ‘' ”™ t ) ^graduate-who arc 

*= composer to orchestrate th . ^^ obtaining poor 

of waning enthusiasm, Albem J g P Puerto,” and, rather 

results A *. fckttcr’began at *e 

tegkZg with “Evocation,” transcribing* S^phtny!ta said of the 

H. R. Burke, program annotator for the So Lou^bymp^ N „ t 

Suite Ibait that it is a ga eryo ^pain^ g ^ n0 surface outlines. 

‘sketches.’ Not impressions. y With the spirit of Spain 

They are not sensory evocations of the moment. . . • Witn tne p 

repenmd 

coS^i to mon^eCr, whT for fear five cents on a letter was no, 
enough would put ten.” 
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As the French tide “Fete-Dieu a Seville” indicates, the music is concerned with 
the observance o£ the festival of Corpus Christi, a feast of the Catholic Church, 
which occurs on the Thursday following Trinity Sunday, in Seville (and, 
undoubtedly, other Andalusian places). An ecclesiastical procession is headed 
by a priest carrying aloft, under a shading, richly brocaded canopy, the Host, 
or Blessed Sacrament. Bearers of incense and banners and lights attend the 
Host, while worshippers throng the line of march in the streets and others crowd 
the overlying balconies. Flowers in profusion are strewn before the procession 
and, as its progress is halted now and then, a saeta is improvised by the spec¬ 
tators. This spontaeous and unaccompanied song is hurled back and forth 
by the votaries, and sometimes it reaches great emotional heights. The music 
of “Fete-Dieu a Seville” begins with a marchlike melody, which is shot through 
with brusque accents. The sound rises, and presently the saeta enters and runs 
against a counterpoint of the march theme. The march subsides to a low 
rumble, the saeta takes the initiative, modulating from key to key with, every 
so often, a break in its course. Saeta and march take turns with the lead and 
suddenly the saeta bursts through fortissimo, as the march, hurried into a dance¬ 
like tempo, finally ends on a crash. Now the saeta is heard again, very serene, 
and then gendy it fades away, bringing the piece to its conclusion. 


R. c. B. 



Anton Stepanovich Arensky 

BORN: NOVGOROD, RUSSIA, AUG. II, l86l. DIED: TERIJOKI, FINLAND, FEB. 25, 1906. 

By the nature of his talent and his tastes as composer he was the closest 
approximation to Anton Rubinstein. ... In his youth Arensky had 
not entirely escaped my own influence, later he fell under Tschd- 
kpwsky's .— Rimsky-Korsakoff. 


"Variations on a Theme by Tschaikowsky” (for String 
Orchestra), Op. 35 A 


When tschaikowsky died, several Russian composers-associates and former 
pupils—wrote commemorative pieces. Anton Arensky, who early came under 
Tschaikowsky’s influence, incorporated his tribute in a string quartet. Among 
Tschaikowsky’s lyric works were Sixteen Children’s Songs, with piano accom¬ 
paniment, grouped as Op. 54. From them Arensky chose the fifth, a Legend 
about the Infant Christ, using it as theme for a set of seven variations, dedi¬ 
cated “to the memory of Peter Ilyitch Tschaikowsky.” In the final variation the 
melody, seemingly a new theme, appears in reverse. Arensky is suppose to 
have alluded here to the practice of holding guns upside down at military 
funerals. After the theme is announced, moderate, by the first violins, to 
pizzicato support, the seven variations and coda follow. 


Variation I: (Un poco piu mosso) the theme goes from minor to major, 

and back to minor. , , 

Variation II: (Allegro non troppo), violas and cellos take up the theme 

against repeated sixths, mostly in the high violins. 

Variation III: (Andantino tranquillo) the melody is given out serenely in 


the major. # 

Variation IV: (Vivace) bristles with telling pizzicato effects. 

Variation V: (Andante) while cellos and basses discourse the theme, violas 
and violins chant a different melodic pattern. Later the roles are reversed. 
Variation VI: (Allegro con spirito) arpeggios and tremolos almost conceal 

the theme in places. i i j 

Variation VII: (Andante con moto) the first violins reverse the melody. 
Apart from the basses, largely heard in pizzicato, all strings are muted. 
The coda reverts to the moderate marking of the opening. 


Rimsky-Korsakoff and others give sharp pen portraits of Arensky as gambler, 
drunkard, and roue, who dissipated himself into consumption and an early 
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Carl Philipp Emanuel Bach 

born: WEIMAR, MAR. 8, 1714. DIED: HAMBURG, DEC. I 5 , ^ 

Hamburg is not at present possessed of any musical professor of great 
eminence except M. Carl Philipp Emanuel Bach ; but he is a legion. 
Dr. Charles Burney, 1773. 


Concerto for Stringed Instruments in D major 

[Transcribed for orchestra by Maximilian Steinberg] 

I. Allegro moderate. II. Andante lento molto. III. Allegro. 

While in Paris in the early twenties Serge Koussevitzky heard C. P. E. Bach’s 
D major Concerto at a concert o£ the Society o£ Ancient Instruments The 
instruments being used were a violon, a quinton, a viol d amour, a viola da 
gamba, and a bass viol. Mr. Koussevitzky resolved then and there to make an 
orchestral arrangement o£ this music himself, but later he changed his min 
and delegated the job to Maximilian Steinberg. The latter scored it for flute 
two oboes, bassoon, horn, and strings. Mr. Koussevitzky first led the work m 
America at a Boston Symphony Orchestra concert m Boston on Ort. 24,, 

Carl Philipp Emanuel Bach-variously known as the Berlin Bach and 
“Hamburg Bach,” was Johann Sebastian Bach’s third son. With the idea of 
becoming a lawyer he first studied philosophy at the Thomas Schule in Leipzig, 
later attending ^ Leipzig and Frankfort-on-the-Oder universities. However 
he soon established a reputation as composer and clavecin player. In Frankfo 
he founded and directed a chorus, and when he moved on to Berlin in 
Frederick the Great engaged him as court clavecmist. Frederick was ^expert 
flute player, and one of young Bach’s duties was accompanying him whenever 
the imperial mood prompted. In 1767 he replaced Telemann as music director 
of a Hamburg church, remaining there to his death. Probably t e gr 
compliment ever paid Johann Sebastian’s gifted son was that ^ ^ Dams 
poet Gerstenberg, who, writing from Copenhagen in 1767 J * 

Raffael durch Tone” which may be freely rendered as A Raphael of musi . 

The D major concerto for chamber ensemble was probably written during 
Bach’s Hamburg period. It was while there in 1772 that Dr. Charles Burney 

the English music chronicler, paid him a visit, recording his ^XtedTrov- 
“The Present State of Music in Germany, the Netherlands an 
inces,” published the following year in London. Dr. Burney writes: 
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When I went to his house, I found with him three or four rational and well-bred 
persons, his friends, besides his own family, consisting of Mrs. Bach, his eldest son, 
who practices the law, and his daughter. The instant I entered he conducted me 
upstairs into a large and elegant music room furnished with pictures, drawings and 
prints of more than 150 eminent musicians, among them many Englishmen, and 
original portraits in oil of his father and grandfather. 

After I had looked at these, M. Bach was so obliging as to sit down at his 
Silbermann clavichord . . . upon which he played three or four of his choicest and 
most difficult compositions with the delicacy, precision, and spirit for which he is 
so justly celebrated among his countrymen. In the pathetic and slow movements, 
whenever he had a long note to express, he absolutely contrived to produce from 
his instrument a cry of sorrow and complaint such as can only be effected upon the 
clavichord and perhaps by himself. 

After dinner, which was elegantly served and cheerfully eaten, I prevailed upon 
him to sit down again at the clavichord, and he played with litde intermission 
till nearly 11 o’clock at night. During this time he grew so animated and possessed 
that he not only played but looked like one inspired. His eyes were fixed, his 
underlip fell, and drops of effervescence [!] distilled from his countenance. He said, 
if he were to be set to work frequendy in this manner, he should grow young again. 
He is now fifty-nine, rather short in stature, with black hair and eyes, and brown 
complexion, has a very animated countenance, and he is of a cheerful and lively 
disposition. 

Dr. Burney went on to describe C. P. E. Bach as “one of the greatest com¬ 
posers who ever existed” and was apparendy so bowled over by his host’s 
erudition that he risked subsequent ridicule by affirming, “he is learned even 
beyond his father.” Still, he modified the assertion with the words, “I think. 

The staggering catalogue of C. P. E. Bach’s works includes some 210 
separate clavecin solos, 52 concertos with orchestral accompaniment, 47 trios of 
all kinds, 18 symphonies, 12 clavecin sonatas (accompanied), 19 other solo 
pieces, 3 clavecin quartets, a Magnificat, 22 sets of music for the “Passion, 

3 oratorios, and at least 100 different songs and choruses, besides other church 
music. He also left a valuable record of contemporary playing in a Versuch 
uber He u/ahre Art das Clavier zu spielen (A Test of the True Way to Play the 
Clavier ), published 1753-1762. 

The statement, “It appears to me that it is the special province of music to 
move the heart,” has been given by biographers as C. P. E. Bach’s oft expressed 
artistic credo. 


L. B. 


Johann Sebastian Bach 

BORN: EISENACH, MAR. 21, 1685. DIED: LEIPZIG, JULY 28, 1750. 

Music owes almost as much to Bach as Christianity does to its founder. 
—Schumann. 


"Passacaglia in C minor 

[Transcribed for orchestra by Ottorino Respighi] 

By a coincidence not altogether surprising in the case of Bach, two’ or ^ es ^ 
versions of the great Passacaglia were premiered in America during t y 

months of 1930 S At about the time that Arturo Toscanini 
Respighi to make a transcription of the organ classic for a Philharmon 
Symphony concert, the late Frederick Stock embarked on one t ci ^ own A 
the Chicago Symphony Orchestra, dedicating it to Horace S. Oak y, 
president ci the Orchesmal Association, who had died at sea on Dec. 15 929- 

The Chicago version was played on Jan. 3, 1930, the 

Among other transcribers of the Passacaglia have been Heinrich Bsser, 

Alexander F. Goedicke, and Leopold Stokowski. 

Respighi had no intention of making the orchestra sound like an organ 
his rendering. Guardedly, he called his version an interpretazione orchestrate. 
Employed if the “interpretation” are three flutes, piccolo, three oboes, English 
horn, three clarinets, bass clarinet, three bassoons, double bassoon“ ^ ’ 
four trumpets, three trombones, bass tuba tympam, organ pedal, ^ 

In Respighi’s transcription Bach’s eight-bar theme-borrowed in partjioma 
Tno JLacaille b/ the eighteenth-c f tury Andr6 Raison-is announ^d 
forte by bassoons, double bassoon, trombones, tuba, organ, ce los aad st g 
basses. ^(Stock, in’his version, announce the theme in the_ ceflos and^douHe 
basses done. In the Bach organ original the stately theme is given on by h 
pedals') The twenty variations then follow, Respighi assigning the first to the 
Etgs The set reaches its peak in a brilliant orchestral tutti. There is a pa^e- 
Thef the double fugue sets in, built on the first part of the passacaglia theme, 

originally written for that instrument. Curiously enough, Bach first com P° 
it for the double-manud harpsichord, later rewriting it for organprobay 
wMe at Weimar. Albert Schweitzer, the staunch Bach pdadin and scholar 
rightly observed of the Passacaglia: “Its polyphonic structure is so thoroughly 
sfted to the organ that we can hardly understand nowadays how anyone could 


8 


THE CONCERT COMPANION 

have ventured to play it on a stringed instrument.” Someone might retort that 
of course Bach was not just “anyone,” but a law unto himself. 

The fact that the theme is announced and retained solely in the basses is 
supposed to distinguish the passacaglia form from that of the chaconne, closely 
allied to it in origin. In the latter the theme, while proclaimed in the basses, 
may move upward in the variations. Bach, however, started a mild but linger¬ 
ing controversy among lexicographers by allowing the theme to slip away twice 
from its moorings in the basses. Sticklers for definition still insist the Passacaglia 
should be termed the C minor Chaconne! Both the passacaglia and chaconne 
(or ciacona) were old Spanish or Italian dances in triple time. While there is 
no certainty, the passacaglia was probably originally Spanish, since the word 
derives from pasacalle. Pronounced in Castillian, it sounds almost the same as 
the Italian variant. The Spanish term, meaning “pass along the street, is 
applied to the ancient dance as well as to a variety of music played on guitars 
and other instruments in the streets. The French equivalent passe-rue means s 
street song. 

The noblest symphonic use of the classic passacaglia form is the finale oi 
Brahms’s Fourth Symphony, which, again, is founded on a majestic eight-bai 
theme in triple time. B# 


"Ckaconme” 

[Transcribed for orchestra by A . Walter Kramer ] 

One of the most transcribed compositions of the most transcribed composer h 
history, the Bach Chaconne is derived from the unaccompanied D mino 
Partita (or suite or sonata), of which it is the last movement. It is regarded a 
the classic of classics in the violin-recital repertory, and through transcription 
-—many critics consider Ferrucio Busoni’s the best—has won an almost equs 
status in the solo-piano repertory. Transcriptions for other instruments, indue 
ing some for guitar and accordion, are on record, and Joachim Raff, Alfred 
Casella, and A. Walter Kramer are only three of a legion of arrangers £c 
orchestra. 

Mr. Kramer’s version is scored for woodwinds in pairs, four horns, tw 
trumpets, trombone, tuba, tympani, harp, and strings. It has been performe 
by the Cincinnati Symphony, the Minneapolis Symphony, the Cleveland O 
chestra, the Seattle Symphony, the New York Orchestra, and the Musiciai 
Symphony Orchestra. 

“A triumph of spirit over matter” is the way Philipp Spitta sums up the Bac 
Chaconne. “The spirit of the master urges the instrument to incredible utte 
ance,” declares Bach’s great biographer. “At the end of the major section 
sounds like an organ, and sometimes a whole band of violins might seem to 1 
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playing.” To the French Bach scholar, Albert Schweitzer, the P iece “j^Tt 
LI whole world—we seem to hear sorrow contending with pain, till at last 
they blend in a mood of profound resignation.” Schweitzer calls atten ion o 
th/way the Chaconne intersperses monophonic writing amid the rich fabric, 

5 II I give the hearer relief and to heighten the effect of the po^hony 
Yet, despite its noble style, melodic invention, supreme bdance and nchne^ 
of expression-even because of these quahties,-musicians lie 

plained that except in the hands of great viohn virtuosi, performance of th^ 

Chaconne “always leaves a sense of unfulfilment sometimes eve p ^ 

In the preface to his own rendering, the modern Italian composer p 
disproportion between the natural resources of die viohn 
strings, and the amplitude of the piece in sonority, polyphony, and orches 

daring to tocomm aad pasaacaglia forma Schwei^ empha¬ 
sizes to, to latrefis “m reality a chaconne," both being old dance form, (to 
chaconne of assumed Andalusian origin) “connected by the fact that diey are 
tSoTed on, of a recurring theme of eight bars in 3/4 rime. In to tonne 
the theme may appear in all the parts; in the passacaglia it is confined the 

b The chaconne was one of the dance forms employed in the ballet music 
woven into eighteenth-century opera scores, others being the gavotte minuet 
bourree, and gigue. According to a variously reported story, the so-called god 
of the dance/Gaetan Vestris, complained at rehearsal one day that Gluck had 
omitted a chaconne from the opera Iphigenie en Aulide-^i unheard-ofliber y. 
Vestris’ son, Auguste, was to dance in the Pans production. Chaconne! 
Gluck is supposed to have shrieked: “When did the Greeks ever dance a 

^Vestris'countered: “Didn’t they? Well, so much the worse for the Greeks! 
You must write a chaconne! Don’t forget, I am the god of the dance! Then 
go and dance in heaven!” Gluck fired back. Marie Antoinette is said to have 
interceded and patched things up between the irate dancer and rebel composer. 

(p.s. Vestris got his chaconne.) . . ,. t 

We owe the oldest autograph of Bach’s six extended works for solo violin, of 
which the D minor Partita is one, to Pblchau, an early nineteenth-century 
music manuscript hunter who equaled the famous Renaissance collector an 
scholar Poggio Bracciolini in rummaging ardor. The manuscript, dating from 
the 1720’s, bears Polchau’s scrawled remark: “I found this excellent wor , 
Bach’s own handwriting, in Petersburg in 1814, among a lot of old papers, 
destined for the butter shop, that had belonged to Palschau, the piams . 

Pdlchau, whose collected “finds” later went into the safe-deposit vaults of die 
Berlin Royal Library, was wrong about the handwriting. It was not Bach s, but 
that of his second wife, Anna Magdalena, who besides bearing the Leipzig 
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stcr thirteen children, managing house, taking care of four other children 
b^his first wife, and imbibing daily musical instruction from him, loyally 
^ out m any of his works. The six “sonatas”—three of them are usually 
labeled “partitas” or “suites”—were first written out in Cothen, where they 
were composed in the service of Prince Leopold. Anna Magdalena made a 
second copy in the early 1730’s during her husband’s Leipzig period, binding 
them into one volume with an equal number of “sonatas” for solo violoncello. 
In the first part of the title—a curious melange of Latin, Italian, and French— 
the diligent lady states, "composee par Sr. J . S. Bach " appending, with becom¬ 
ing pride, the words, “ecrite par Madame Bach. Son epouse” 

Simrock of Bonn first printed the violin sonatas in 1802. Robert Schumann’i 
edition for Breitkopf and Hartel, brought out in 1854, included a pianc 
accompaniment, Mendelssohn having already provided the chaconne of the 
second Partita with similar support in 1847. The three Partitas in the group arc 
largely sequences of dance forms and alternate with the “sonatas” proper, the 
usual pattern of which is a slow movement followed by a fugue, then ar 
andante or siciliano, capped by a fleet and sprightly finale. 

Considered from any point of view—musical, technical, esthetic—the sh 
works in question have long been a boon to violinists and a source of wondei 
to the student of balance, breadth, and proportion in music. The finest wielder; 
of the bow admit indebtedness to them not only as a key to broader artisth 
vistas and imaginative depth, but in grasp of form and design. To the fiddle: 
willing to meet Bach in technical combat they also serve to strengthen and adc 
independence to the fingers of the left hand and broaden the bowing. In th< 
words of Jeffrey Pulver, writing in The Sir ad, “the violinist can do withou 
them only to his detriment.” Purely violinistic passages abound in these works 
though the influence of the organ, Bach’s mightiest instrumental medium, i 
strong, and at times there is, in the words of Albert Schweitzer, “some justi 
fication for the question whether Bach . . . has not overstepped the bounds o 
artistic possibility.” 

The organ and clavier tend to overshadow the violin in the solo hierarchy o 
Bach. Yet, as in all other fields, Bach was superbly equipped for a full evaluatioj 
of the violin’s resources. It had been his first instrument. The very first musi 
he heard probably came from his father’s violin. He served with true profes 
sional status as master violinist in the ducal orchestra at Weimar, rising to th 
post of Konzertmeister in 1714. As to whether Bach was a great violinist an< 
what his style was like, there is no way of determining apart from the writte: 
record of a supreme thoroughness in all things. 


L. B. 
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Prelude and Fugue in B minor for Organ 

[Transcribed for orchestra by Dimitri Mitropoulos ] 

Long regarded as the last o£ Bach’s works in this form, the Prelude and Fugue 
in B minor belongs with the Leipzig set of organ compositions along with the 
great St. Anne’s Fugue in E flat. It is prevailingly elegiac in a way that sets 

apart from all of Bach’s other organ music. , ctvlp 

The prelude section moves along broad lines in richly eve op ^ y 
Boldly planned in a mood of marked solemnity, the Fugue mounts m sec¬ 
toral pLr to a truly sublime climax. To Sir Hubert Parry it suggested a 
d“p Lpc.amen.al. meditation on remorsdetaneas of deanny and the 

helplessness of man in the face of it. , , 

Schweitzer, alluding to its architectural splendor regarded the work 
epitomizing Gothic in music. “As in that medieval form of ar J lteC “^ ^ 
minted out, “the luxuriant detail of the work only works to unify and vitahze 
die simple boldly flung lines, and to exhibit a power m its utmost flexibihty. 

The contemplative intensity of feeling marking the Leipzig group o 
organ classics helps distinguish it from earlier works for this instrument, many 

written at Weimar and Cothen. . , 

Mr Mitropoulos’s transcription is scored for two flutes, piccolo, two o oe , 
two clarinets, bass clarinet, two bassoons, contrabassoon, four horns, four 
trumpets, three trombones, tuba, tympani, and strings. l. b. 

Chorale-Prelude, “Credo” ("Wir glauben all’ an einen 
Gott”) 

[Transcribed for orchestra by Leopold Sto\ows\i\ 

The creed hymn of Bach’s many chorale-preludes for organ is found in the 
third section of the four-part Clavierubung (meaning “keyboard practice ), a 
exhaustive manual of organ and clavier music published between die years 
1731 and 1742. The hymn is Martin Luthers free rendering of tLe Nicene 
Creed. With the anonymous melody it first appeared in Johann . _ 

Hymn-Book” at Wittenberg, in 1524. A year later it was selected for singing 
at the funeral of Friedrich the Wise of Saxony, who had been Luther s patron, 
thus setting a precedent long observed at a later period. In church practice 
during theReformation the hymn followed the sermon Bach’s chorale-prelude 
versions of the so-called “catechism” hymns cover the chief points of the 
Lutheran faith. 
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Bach scholars have labeled this organ prelude the “Giant Fugue,” a referenc 
to the mounting stride-by-stride figure for the pedals, which suggested t 
Professor Terry “the impregnable foundation on which rests the faith of th 
Church.” This figure he likened to the pedal device on which Bach construct 
the Credo in Unutn Detim and Confiteor of the great B minor Mass. Of th 
two hundred and more separate organ works of Bach, the chorale-prelude 
number 143, of which twenty-one are “Catechism Preludes.” W. R. Anderso 
has said that “no one gets to the real heart of Bach who does not know th 
chorale-preludes.” 

The present transcription of Bach’s organ creed dates from Mar. 28, 192 
when Leopold Stokowski conducted it on a program of the Philadelphi 
Orchestra in Philadelphia. The following Apr. 1, Mr. Stokowski introduced 
to New York during one of the orchestra’s regular visits to Carnegie Hall. 

Another recent transcription of the same chorale-prelude is that of Hermar 
Boessenroth, for many years librarian and trumpet player of the Minneapol 
Symphony Orchestra. This version was listed simply as ‘ Credo when tl 
Minneapolis unit, under Dimitri Mitropoulos’s direction, played it on Feb. 2 
1941, in memory of its tympanist, William Faetkenheuer, who had died thr 
days before after serving the orchestra steadily since its inaugural concert < 
Nov. 5, 1903. j. B . 


Three Chorale-Preludes: "Nun komnT, der Heiden Hei 
and,” "Meine Seele erhebt den Herren,” "Wachet auf, ru 
uns die Stimme” 

[Transcribed for orchestra by Ottorino Respighi] 

Among the earliest works of Bach were organ movements founded on chor; 
melodies. It has been said that his very first essay in composition may well hs 
been some treatment or other of such a chorale melody. Bach’s writing for 1 
organ was a lifetime addiction—with excursions into other fields, from time 
time. And, as a matter of fact, his career ended with the dictation of a chon 
prelude, as he lay on his deathbed. 

The chorale-preludes have been called “miniature symphonic poems” util 
ing the original hymns associated with the chorale melodies as a “poetic bas 
Respighi transcribed for orchestra three of the chorale preludes, Nuti bom 
der Heiden Heiland, Meine Seele erhebt den Herren and Wachet auf, ruft t 
die Stimme . In the Italian composer’s version they were performed for the f 
time (from manuscript) by the Philharmonic-Symphony under the direct 
of Arturo Toscanini on Nov. 13, 1930. 
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The melody of Nun \omm*, der Heiden Heiland was set for organ five times 
by Bach, besides being used in his Cantatas No. 36, 61, and 62. It is alleged that 
the melody is associated with Luther’s Advent or Christmas Hymn of the same 
name, which was a simplification of the Latin air for Vent Redemptor Gen¬ 
tium. Respighi’s version is founded on the first of three chorales contained m 
the Achtzen Chorale, whose original key was G minor. 

Respighi, however, transposed the key to C minor, and he scored it tor 
first and second violins, violas in two parts, cellos in three parts, double basses, 
and a bassoon which is in unison with the third cellos. 

hleine Seele erhebt den Herren, fourth in the set of six Chor ale-Prelu es 
published by Schubler between 1746 and Bach’s death, is in itself a transcription 
for organ stemming from the Cantata No. 10, which was composed for t e 
Feast of the Visitation of Mary, circa 1740. This work is also known as t e 
“German Magnificat.” 

Respighi has scored the piece for two oboes, one clarinet, one bassoon, one 
muted trumpet, first violins, violas, cellos, and basses. 

The transcription of Wachet auf, ruft uns die Stimme is based on an organ 
prelude, which is in turn an adaptation of a chorus from the Church Cantata 
No. 140, composed in Leipzig in 1731, or thereabouts, for the twenty-seventh 
Sunday after Trinity. The original melody, however, comes from P hlJ £PP 
Nicolai’s hymn, which was published in 1599. Bach’s organ work is t e rs 
in the set of six Chorale-Preludes brought out by Schubler. 

The score calls for two clarinets, two bassoons, double-bassoon, four horns, 
three trumpets, three trombones, first and second violins, violas, ce os, ant 
double basses. R- c. B. 


Brandenburg Concerto in F major. No. 2, for Solo Flute, 
Oboe, Trumpet, Violin, and Orchestra 

1. Allegro moderate. II. Andante. III. Allegro. 

CniuvriaN I.rmwm, Margrave o£ Brandenburg, a lavioh °« >^ 

cnimnissioned Hack to compose a set o£ six concertos for him. Hence the name 

'".rts^^umn. Bach and the Margrave met either in Carkbad or 
Md.tii.gm in 171H or 172(1 while Bach was still in the sert.ee ofPrm« ^1721 
„f Xoli Oi t other. Ir. any case, the concertos were completed on Mar. 24, 1721, 
ami delivered ... .he Margrave in Berlin with a letter of d«hcat.on m F"™* 
n .ik 1ml in the .servile and effusive style o£ the period. Professor Terry has 

translated the document as follows: llo0 . B w ' 

THF R 13 RT LlBSAiu 

i nitmt isswmt of i»olo8T 
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^TVo^ears ago, when I had the honor of playing before your Royal Highness 
I experienced your condescending interest in the insignificant musical talents wit] 
which heaven has gifted me, and understood your Royal Highness’s gracious willing 
ness to accept some pieces of my composition. In accordance with that condescend 
ing command, I take the liberty to present my most humble duty to your Roya 
Highness in these Concert! for various instruments, begging your Highness not t 
judge them by the standards of your own refined and delicate taste, but to seek b 
them rather the expression of my profound respect and obedience. 

In conclusion, Monseigneur, I most respectfully beg' your Royal Highness t 
continue your gracious favor toward me, and to be assured that there is nothing 
so much desire as to employ myself more worthily in your service. 

With the utmost fervor, Monsigneur, I subscribe myself, 

Your Royal Highness’s most humble and most obedient servant, 

Jean Sebastian Bach. 


The autograph score of the second Brandenburg Concerto, which like th 
first is in F major, carries the following title: " Concerto 2 do a Trombc 
1 Flauto, 1 Hautbois, 1 Violino concertati, e 2 Violini, 1 Viola e Violone i\ 
Ripieno col Violoncello e Basso per il Cembalo " 

Though in other respects a true concerto grosso, the second Brandenbur 
Concerto is unorthodox in that the solo group—the so-called “concertino”- 
comprises four instruments. The four movements are I. Allegro moderate 
F major, 4/4; II. Andante, D minor, 3/4; III. Allegro assai, F major, 2/4 tim< 
in which a* fugue is discoursed by the “concertino” foursome. Of the separat 
movements Philipp Spitta wrote: 

“The marvelously beautiful Andante is soft and tenderly simple, while th 
first and last movements rush and riot with all the freshness and vigor c 

youth.” 

How the eighteenth-century concerto grosso worked out in general practic 
may be gathered from a picture in the British Museum. There Handel, a gres 
master of this form, is shown with his instrumental ensemble. The seatin 
plan makes clear the relation of the two groups. Handel is surrounded, rathe 
than merely confronted, by the musicians. He is seated at a double-keyboar 
clavicembalo. To his right, directly under his eye, is grouped the “concertino, 
the solo players. Behind him, out of sight, are the supporting players—th 
“concerto grosso”—and ripienisti. The “concertino” group, accordingly, wer 
within direct range of the “conductor’s” signals. This group relayed his wish* 
to the others. 

The word “concerto” was probably first applied to music for a solo instri 
ment and accompaniment by Scipio Bargaglia in a manual published in Venic 
in 1587. A century later Giuseppe Torelli adopted the term “concerto grosso 
to cover a “concerto” with a greater number of instruments. Yet in 169! 
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seventeen years before Torelli’s death, Michelletti pubhshedh* Smfoneet 
concern a quatro,” and in 1698 a sheaf of “Concern musicali. The term 
“concerto” recurs in seventeenth-century tracts. However, it was this same 
Torelli who determined the form of the grand solo for violin and, as Philip 
Hale observed, “opened the way to Arcangelo Corelli, the father of modern 
violinists, composers, or virtuosos.” l. b. 


Suite No. 3, in D major 


I. Overture. II. Air. III. Gavottes 1 and 2. IV. Bourse. V. Gigue. 


If there is one melody that has carried the name of Bach into every music- 
lover’s heart it is the one known as the Jir for the GStnng.Its original resnng 
place is the Suite No. 3, in D major. In this work the: air, in two-partfonn 
(4/4), occupies second place as a Lento for strings. Most.listeners know th 

melody through Wilhelmj’s arrangement for violin solo. The ^™ n ™°tS 
of course, transposed the “air” from D major to C major, keeping 

one^tnng.^ ^ contalns five other sections: Overture, Gavottes 1 and 

2 Bourree, and Gigue. The Overture consists of a slow section (Grave, 
major, 4/4), a brisk fugue (Vivace), in the same key and time, and a return 
of the first part. Following the style of the old concerto grosso, many passage 

are assigned to violin solo in the fugue section. . . . 

Both the slow introduction and the fugue feature oboes and violins in unis 
Employed in the entire Suite are two oboes, three trumpets, kettledrums, anc 

Bach left four such suites in all, one in C major, one in B minor, and two u 
D major, each calling for a different array of instruments. The popular 
minor Suite is for flute and strings only. The scheme was supplemented o 
course, by a continuo, the name given the figured instrumental bass part, u 
Bach’s day generally played at a harpsichord by the conductor., _ 

What circumstantial evidence there is points to the Suites having eei 
composed by Bach at Cothen (1717-1723), where he was in the service of Princ 
Leopold, a highly cultivated musician. The Prince put an orchestra of eightee 
at Bach’s disposal and on occasion participated himself. The ensemble probab 
rehearsed in Bach’s rooms at the castle, and one can picture the great ma 
seated at his harpsichord in one corner of the apartment getting his litt 

orchestra in shape for the next musical soiree. 

The suites were not called that by Bach, but “ouvertures.’ That was tl 
practice of the time, the overture being a sequence of dance movements, wit 
die introductory section modeled on the French overture form established t 
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Ldlv Strictly totaling, the Sn. number listed on thu program is the overture 
a an" overate, lifter bach’s death the suites lapsed into vtrtual oblmon for 
almost a cennu,, to be rmeued by Mendelssohn at the Letpztg Gewandhaus 

concerts in 1838. It was Mendelssohn, too, who first performed the Third Suite 
in London in 1844 and, as early as 1830, played the opening section on the 
piano for Goethe. “The opening is so pompous and dignified, the German 
poet observed, “that one can really see a file of important people going down a 
great staircase.” L. b. 


Toccata and Fugue in C major 

[Transcribed for orchestra by Theodore Bloomfield] 


No record exists as to the exact or approximate date of composition of the 
C major Toccata. Close scrutiny of its organ style, however, lias convinced 
most Bach specialists that it belongs with the music of Bach’s Weimar period, 
which extended from 1708 to 1717. That Bach composed it for both local use 
and recital tours seems probable. One venturesome scholar has gone so far as 
to suggest that Bach wrote it in 1714 for a trip to Cassel, where his playing 
earned him the gift of a costly ring from the Prince of Hesse, But this is pure 
guesswork. Internal evidence is all we have, and this clearly proves that: Bach 
was no longer the sedulous pupil of older masters like Buxtehude, The strict 
formalism had yielded to a freer, more supple technic, in part the influence of 
Vivaldi and Corelli, in part the outgrowth of Bach’s maturer genius. 

Three distinct movements make up the Toccata: a Prelude, with an elabo¬ 
rately florid passage for manual, followed by a brilliant pedal solo; an Adagio 
of thoughtful songlike beauty; and a brisk Fugue in 6/8 time. In all, Mach 
wrote five toccatas. Albert Schweitzer traced the toccata form back to (flaudio 
Merulo (1532-1604) of Venice. The word “toccata” comes from the Italian 
verb, toccare, to touch or feel. Hence a toccata is literally a “touching” or “tap,” 
and by expansion a keyboard composition offering wide scope for showy 
execution. 


Completed in 1943, Mr. Bloomfield’s version of Bach’s C Major Toccata and 
Fugue was first performed by the San Francisco Symphony Orchestra on 
Feb. 21, 1946. Pierre Monteux conducted. The scoring calls for two flutes, 
piccolo, three oboes, three clarinets, two bassoons, contra-bassoon, four horns, 
three trumpets, three trombones, tuba, tympani, bass drum, and strings. 

In orchestrating the great organ classic, Mr. Bloomfield was faced with the 
o^ 1 transcribers of Bach: whether to transcribe freely and invite a 
riS f./ lckbaCS from ^ Prists, or to hew to Bach’s line religiously and 

Drobl e rt/ COmpanS ° n Wlth the ° rigiliaL Mr - Blo °utfield finally solved the 
P ith a compromise: By attempting to score the Toccata as Bach 
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himself might have done had he been able to avail himself of the orchestr 
resources of today . He had given the authors the following information: 

I have not tried to imitate the organ throughout, although in some places the 
has Been a definite attempt at the organ sonority. For example, the extended ped 
solo in the introduction of the first movement has been scored for cellos and basses- 
halt areo and half pizzicato—and bassoon, this being the sound most close 
approximating that of the organ pedals. The tutti at the close of the second mo^ 
meat (modulating back to C major) will also be found to resemble the org 
sonority* 

This Toccata lends itself particularly well to orchestration, as the broad theme 
the first movement proper sounds effective in its alternate statements by the stri 
and wood-wind choirs, the serene intermezzo in A minor will be beautiful 
almost any medium (ami is in fact frequently played by itself as a solo on vio 
and cello programs), and the marcato fugue subject is equally well adapted to t 
string, wood-wind, and brass sections. 

The Fugue has been scored in such a way as to require a slower, more rob 
tempo; here again I have been guided by the organ conception, there being 
errtuin speed beyond which the semiquaver figures cannot be played on the ped; 
The fugue also contains certain virtuosic passages for the instruments, notably i 
staccato figuration of the wood winds in the E minor section. In the last t 
measures I have added ascending chords above descending bass line, this bei 
fwhups the most noticeable departure from Bach’s original. 

X#« B 

Toccata and Fugue in D minor 

[Symphonic transcription by Leopold Sto\ows\i\ 

Mr. Stokowski has furnished the authors with the following statem 
regarding the Toccata and Fugue in D minor, which he has transcribed: 

(if all the music of Bach this Toccata and Fugue is among the freest in form i 
expression. Bach was in the habit of improvising on the organ and clavichord,; 
this Toccata probably began as an improvisation in the church of St. Thomas 
I -cip/.ig. It has a power and majestic intensity that is cosmic in scope. One of 
mam characteristics is immense freedom of rhythm and plasticity of melodic oud 
In ihe sequence of harmonies it is bold and path breaking. Its tonal architects 
irregular and asymmetric. Of all the creations of Bach this is one of the most origi 
Its inspiration Hows unendingly. In spirit it is universal, so that it will alway: 
ojuuuuporary and have a direct message for all men. 







Mily Alexeievitch Balakireff 

born: nijny-novgorod, Russia, jan. 2, 1837. died: st. Petersburg, mat 29, 1910. 

It was in no spirit of calculated nationalism that he brought to ma¬ 
turity the Russian (and Russian-Oriental) idiom which had begun 
to ta\e form in Glinka's music: this idiom was the natural and neces¬ 
sary vehicle of his thin\ing.—M, D. Calvocoressi. 


"Islamey/ 5 Oriental Fantasy 

[Transcribed for orchestra by Alfredo Casella] 

The shadows of Franz Liszt and the Caucasus hover jointly over Balakireffs 
brilliant fantasy for piano. When published in 1869, Islamey promptly caught 
the fancy of the great virtuoso. Its ebullient style and idiom seemed tailor- 
made for his prodigious powers. Liszt performed it widely and long coached 
it into the repertory of his most gifted pupils. Among these was Alexander 
Siloti, to whom Alfredo Casella was later to dedicate his orchestral version, 
“in token of admiration and affection” What actually inspired Balakireff to 
write the fantasy was a trip through the wildly picturesque highlands of the 
Caucasus. 

Written in 1908, Casella’s version was published in both Russia and 
France. Scored for large orchestra, it requires four flutes, piccolo, two oboes, 
English horn, two clarinets, clarinetto piccolo, three bassoons, double bassoon, 
four horns, four trumpets, three trombones, tuba, four kettledrums, bass drum, 
three cymbals, side drum, tambourine, triangle, glockenspiel, gong, small bell 
(in A flat), two harps, and strings. Built freely around three themes, the fan¬ 
tasy employs a markedly Oriental melody immediately introduced in an 
Allegro agitato, D flat major, 12/16. English horn and cellos chant a second 
subject (Un poco meno mosso). Following the return of the first subject, the 
English horn discourses the theme of the trio (Andantino espressivo, A major, 
6/8). Cello, violin, and viola extend this in respective solos. After a brilliant 
review of earlier themes, the coda sets in (Presto furioso, 2/4). 

Casella’s arrangement was first performed by The Theodore Thomas 
Orchestra in Orchestra Hall, Chicago, on Nov. 19, 1909. 


L. B. 





Samuel Barber 

BORN! WEST CHESTER, PA., MAR. 9, 1 9 10 . 

His music reveals not only imaginative sympathy and technical ad~ 
dress, but a respect for brevity which is the soul of more than wit. 
When he has said his say, he has the good sense to stop .— Pitts 
Sanborn. 


''Symphony in One Movement” 

Samuel Barber wrote this Symphony during the winter of 1935-1936. It was 
given its premiere by the Augusteo Orchestra, Rome, Italy, under the direction 
of Bernardino Molinari in December, 1936. Its American premiere occurred 
at a concert of the Cleveland Orchestra, conducted by Artur Rodzinski, in 
January, 1937. A special honor was accorded it when Mr. Rodzinski elected to 
perform it at the Salzburg Festival in the summer of 1937, making it the only 
American symphonic work in the calendar. In 1942, the composer revised the 
symphony, and in the new form it was first played by the Philadelphia 
Orchestra, under Bruno Walter, on Feb. 18, 1944. The Philharmonic-Sym¬ 
phony introduced it to New York, under Mr. Walter’s direction on Mar. 8 of 
that year. 

Mr. Barber’s own explanation of the Symphony follows: 

The form of my Symphony in One Movement is a synthetic treatment of the 
four-movement classical symphony. It is based on three themes of the initial Allegro 
non troppo, which retain throughout the work their fundamental character. 
The Allegro opens with the usual exposition of a main theme, a more lyrical 
second theme, and a closing theme. After a brief development of the three themes, 
instead of the customary recapitulation, the first theme, in diminution, forms the 
basis of a scherzo section (Vivace). The second theme (oboe over muted strings) 
then appears in augmentation, in an extended Andante tranquillo. An intense 
crescendo introduces the finale, which is a short passacaglia based on the first 
theme (introduced by the violoncelli and contrabassi), over which, together with 
figures from other themes, the closing theme is woven, thus serving as a recapitu¬ 
lation for the entire symphony. 

Samuel Barber wrote his first music at the age of seven. He entered the 
Curtis Institute of Music when he was thirteen, studying piano with Isabella 
Vengerova, voice with Emilio de Gogorza, and composition with Rosario 
Scalero. In 1932 he was graduated, and three years later he was awarded the 
Prix de Rome, whereupon he put in two years as a student at the American 
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Academy in the Italian capital. His next honors included two successiv 
awards of the Pulitzer Prize for Music, a distinction equaled up to then by n< 
other musician. He has composed prolifically, and his output includes song; 
choral pieces, chamber music, and orchestral compositions. 

Mr. Barber’s orchestral works have been listed in the programs of th 
Augusteo Orchestra in Rome, the Vienna Philharmonic, the BBC in Londor 
and those of all the major American orchestras. 

Among the pieces in larger forms are the Essay for Orchestra,, Adagio fc 
Strings, the Overture to The School for Scandal, Music for a Scene frot 
Shelley, a Violin Concerto and two symphonies. His chamber music con 
prises a String Quartet in B Minor, a Serenade for String Quartet, Dovt 
Beach for voice and string quartet, and a Sonata for Cello and Piano. In add 
tion to these, Mr. Barber has written a considerable number of songs. H 
choral works are The Virgin Martyrs and A Stopwatch and an Ordnance Ma 
(for men’s chorus and kettledrums). a B 

Adagio for String Orchestra, Op. 11 

This piece was composed in 1936 as the slow movement of a string quart 
in B minor, and in the course of the same year was played in Rome by tl 
Pro Arte String Quartet. 

The first performance by string orchestra occurred on Nov. 5, 1938. Tl 
occasion was a broadcast of the NBC Symphony, under the direction * 
Arturo Toscanini. The work bears this dedication: “To my aunt and und 
Louise and Sidney Homer.” 

“Molto adagio espr. cantando” is the instruction at the beginning of t] 
score. The key is B flat minor. Although 4/2 indicates the time at the ope 
ing, there are measures marked 5/2, 6/2, 3/2. 

The Adagio is based on a single lyric subject, given out immediately 1 
the first violins. The violas take it up, and there is canonic treatment. T. 
theme appears in the other voices, eventually rising in the high strings to 
fortissimo climax. A pause is followed by a tranquil close. 

The Adagio for Strings was the recipient of a signal honor in that Iv 
Toscanini played it during a South American tour, it being the only comj 
sition by an American to be so favored. 

"Second Essay” 

In 1937, Samuel Barber composed his Essay for Orchestra, which was fi 
performed by Arturo Toscanini and the NBC Symphony in 1938. It was tb 
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described as having been suggested by the literary form; the themes concise 
and developed within the limits of the so called “essay” form. 

The Second Essay follows along the same lines, but is for larger orchestra 
and somewhat broader in scope. The main theme is announced at once by 
solo flute, a second theme by violas, and a third figure by the brass. A fugal 
section follows, beginning in the wood winds and developed in the full 
orchestra with the intertwining of the first two themes. After a stretto and a 
fortissimo statement of the first theme, a coda, built on the ostinato third 
figure, brings the work to a broad conclusion. 





Bela Bartok 

born: nagyszentmiklos, Hungary, mar. 25, 1881. died: new york, sept. 26, 1945. 

JBela Barto\ is perhaps the only man who has achieved a synthesis of 
the primitive and artistic languages of music ,— Alfred Einstein. 


Concerto for Two Pianos with Orchestral Accompaniment 

I. Allegro molto. II. Lento ma non troppo. III. Allegro non troppo. 

The present work started as a Sonata for Two Pianos and Percussion, and 
grew up to a Concerto for Two Pianos with Orchestral Accompaniment. 
Bartok originally wrote it for the Basle (Switzerland) section of the Inter¬ 
national Society for Contemporary Music. As a piece of chamber music for 
two pianos and two percussion groups it was first performed there in Janu¬ 
ary., 1938. 

In that form, the work was later played in London (International Society 
for Contemporary Music), Brussels, Amsterdam, Paris, Zurich, Luxembourg, 
Budapest, and Venice. Its single American performance took place at a ses¬ 
sion of the New Friends of Music in the Town Hall, New York, on Nov. 3, 
1940. The soloists were the composer and his pupil and wife, Ditta Pasztory 
Bartok, with Saul Goodman and Henry Denecke, Jr., assisting as percussionists. 

The score then called for two pianos, three tympani, cymbals, triangle, two 
side drums, bass drum, tam-tam, and xylophone. Immediately after the Ameri¬ 
can premiere, Mr. Bartok decided to amplify the “sonata,” completing the new 
version the following month. He wrote, 

It seemed advisable, for certain technical reasons, to add orchestral accom¬ 
paniment to the work, though, as a matter of fact, it gives only color to cer¬ 
tain portions of the work. The two-piano and percussion parts remain practically 
unchanged, except for some of the climactic parts which are now taken over from 
the two pianos as tuttis by the orchestra. 

In the new version the scoring includes, besides pianos and percussion, two 
flutes, piccolo, two oboes, English horn, two clarinets, two bassoons, contra- 
bassoon, four horns, two trumpets, three trombones, celesta, and strings. 
Fritz Reiner led the New York Philharmonic-Symphony in the premiere of 
this version on Jan. 4, 1943. Mr. and Mrs. Bartok were again the soloists. 

The three-movement work opens with a brooding slow passage leading 
to the main section (Allegro molto) in rhythmically barbaric and energetic 
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style. The second theme of this movement appears in many contrapuntal 
combinations. The middle movement is a Lento ma non troppo, with an 
A-B-A sectional division. In the rondo-like finale (Allegro non troppo, 2/4) 
the xylophone gives out the relatively extended chief theme. Throughout the 
composition, percussion instruments often play solo roles. There is wide 
rhythmic variety and striking counterpoint, besides daring effects of grouping 
and color. Also apparent is Mr. Bartok’s well-known flair for utilizing short 
themes, especially in his piano music. These are handled with typical contra¬ 
puntal boldness. However, one or two longer themes crop up, notably in the 
finale, in which the xylophone states a sustained melody. The primitive and 
folkish quality felt in Mr. Bartok’s earlier music marks much of this work too. 

At ten Bela Bartok was already playing the piano in public and compos¬ 
ing. At thirteen he began studying with Laszlo Erkel in Pressburg. A few 
years later he entered the Academy of Budapest. After graduating in 1903, 
he earned his living as teacher, pianist, organist, and arranger. He was ap¬ 
pointed professor of piano at the Academy in 1907. While still a student he 
became the close friend and associate of Zoltan Kodaly. Together they did 
research in Hungarian folk songs that was later to color their own music 
and esthetics. Among early influences, too, were Richard Strauss and Liszt, 
later Debussy. Between 1905 and 1914, Mr. Bartok spent almost as much time 
collecting Hungarian folk music as teaching and composing. The blunt, 
earthy, at times wildly passionate qualities of this material crept increasingly 
into his music. 

As composer Bartok first aroused wide popular response through two stage 
works, a ballet and an opera pantomime. Otto Gombosi, the Hungarian 
writer, has tried to show how the basic rhythmic trait of Bartok’s music 
adapts it readily to kinetic spectacle. He states: 

In its deepest fundamentals, Bartok’s music is of an elemental strength. . . . 
Rhythm of extreme potency is one of its most characteristic features. This rhythm 
gives his music that Dionysian strain that produces its elemental effect, besides also 
giving it the strong backbone of the vision of sound. This is the reason for the 
pantomimic aptitude of this music, which found its strongest expression in Bartok’s 
few stage works. 

Though Bartok had frequently toured Europe as pianist-composer, he first 
visited America in 1927. He returned here from Budapest late in 1940, accom/ 
panied by his wife, Ditta Pasztory, who had never been to America before. 
They appeared in the premiere of the Sonata for Two Pianos and Percussion 
less than a week after their arrival. For more than a year Mr. Bartok worked 
at Columbia University on the Milman Parry collection of Yugoslav folk 
music. - „ 
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Concerto for Orchestra 

I. Andante non troppo; allegro vivace. II. Allegro scherzando. III. Elegy: 

Andante non troppo. IV. Intermezzo interrotto: Allegretto. V. Finale: 

Presto. 

The Concerto for Orchestra was composed in October, 1943, for the Kousse- 
vitzky Musical Foundation, as a memorial tribute to Natalie Koussevitzky. 
It was first performed by the Boston Symphony Orchestra at an afternoon 
concert in Boston, Dec. 1, 1944, Serge Koussevitzky conducting. The same 
band was responsible also for its New York premiere in Carnegie Hall on 
Jan. 10, 1945. 

It is scored for three flutes, piccolo, three oboes, English horn, three clari¬ 
nets, bass clarinet, three bassoons, contra-bassoon, four horns, three trumpets, 
three trombones, tuba, tympani, tambourine, bass drum, cymbals, triangle, 
tam-tam, two harps, and strings. 

According to the composer, “The general mood of the work represents, apart 
from the jesting second movement, a gradual transition from the sternness 
of the first movement and the lugubrious death song of the third, to the life 
assertion of the last one.” 

Grimly ironic is the fact that Bartok composed the piece during his con¬ 
valescence from a grave illness, only to succumb to it a litde over a year later. 

In any case, Bartok gave an explanation for calling this a concerto, instead 
of a symphony: 

The tide of this symphony-like orchestral work is explained by its tendency to 
treat of single instruments or instrument groups in a “concertant” or soloistic man¬ 
ner. The “virtuoso” treatment appears, for instance, in the fugato sections of the 
development of the first movement (brass instruments), or in the “perpetuum 
mobile”-like passage of the principal theme in the last movement (strings), and, 
especially, in the second movement, in which pairs of instruments consecutively 
appear with brilliant passages. 

As for the structure of the work, the first and fifth movements are written in a 
more or less regular sonata form. The development of the first fugato contains 
sections for brass; the exposition in the Finale is somewhat extended, and its 
development consists of a fugue built on the last theme of the exposition. Less 
traditional forms are found in the second and third movements. The main part 
of the second consists of a chain of independent short sections, by wind instruments 
consecutively introduced in five pairs (bassoons, oboes, clarinets, flutes, and muted 
trumpets). Thematically, the five sections have nothing in common. A kind of trio 
—a short chorale for brass instruments and side drum—follows, after which the 
five sections are recapitulated in a more elaborate instrumentation. The structure 
of the fourth movement is also chainlike; three themes appear successively. These 



25 


BELA BARTOK 

constitute the core of the movement, which is enframed by a misty texture of 
rudimentary motifs. Most of the thematic material of this movement derives trom 
the “introduction” to the first movement. The form of the fourth movement 
intermezzo interrotto [interrupted intermezzo]—could be rendered by the letter 
symbols ABA—Interruption—BA. 


R. C. B. 



Ludwig van Beethoven 

born: BONN, DEG. 1 6 , I 77 O, DIED: VIENNA, MAR. 26 , *8*7* 

]£ ee p your eye on him; he mi! make the world talk about htm smm 
day.-— Mozart, in a letter to his father, 1787. 


Symphony in C major. No. I, Op. 21 

I. Adagio molto; Allegro eon brio. It, Andante nmtahite am inoftt* fib 
Menuetto: Allegro molto e vivace; Trio. IV, Adagio; Aikgn* m*4n* e 
vivace. 

, Confused explosions of the outrageous effrontery of a young man/" 

“It is believed that a prodigal use of the most barbaric dissonances and 4 
noisy use of all the orchestral instruments will make an effect, Alas, the ear 
is stabbed, but there is no appeal to the heart/’ 

The above quotations might be taken as the bitter reactions id a viotc 
or subscriber to a wild-eyed young composer’s latest, detonation m Carnrgr 
Hall. One envisions a modern orchestra gone berserk in a slashing uiv;< 
cross of atonal shrieks. 

They are nothing of the sort The first: statement alludes to an crujrtbm 
in the Leipzig Gewandhaus on Nov. 2d, 1801; the second to another at dir 
Paris Conservatory early in 1810. The ‘‘outrageous effrontery” was a none 
phony in C major. The “young man” was Ludwig van Beethoven, age ?!um% 
Beethoven wrote his First Symphony on the threshold of the nmrtrrnth 
century. He had previously composed only two works for orchestra, bath 
piano concertos. Over him, as guides and warnings, hovered Haydn and 
Mozart, whose combined output of symphonies exceeded Hii ilrforr him 
stretched a new world of expressive art, and he already glimpsed hi arnmnoa 
Echoes of the “old order” of Haydn and Mozart; abound in the wore, TSir 
accepted patterns and conventions were too strong to break overnight, Ikn 
'there was enough in the symphony to stamp it Beethoven’s and pracbim 4 
fresh outlook and aim. Minor audacities of key and discord jarred on orfltadux 
ears. There are little innovations in the me of the basses, in the scoring fm 
winds, in developing crescendos that pint to the future. Enough, appmrmlv, 
to have alarmed the sentinels of the older regime into pronouncing fttr wttt* 
phony “a danger to musical art.” 

Most of all, there was the third movement, innocuously tallied "Menuem*/* 
That looked traditional enough, at least in print. Haydn had immol a 
minuet in all 118 of his symphonies, and then there was Mozart, lltir 
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Beethoven’s third movement carried a joker, the qualifying words: Allegro 
molto e vivace. That joker was literally a “joke,” a “scherzo,” a bright bub¬ 
bling piece of badinage built on a simple ascending scale in G major, that 
“flashed across the musical heavens in a dazzling arc of new light.” Despite 
the title, a concession to the past, Beethoven had brought the “scherzo” into 
the symphony, and there it remained. 

In the words of W. J. Henderson, 

Beethoven’s innovation was in the thought rather than in the form. In the minuet 
of the First Symphony the form is untouched, but the conception is revolutionary. 
It altered the course of all modern symphonic composition quite as manifestly as 
the composer’s passage without pause from the scherzo to the finale of the fifth. 
There are many learned pages about the Mozart and Haydn influence in the First 
Symphony, but the minuet is the Jeap of Beethoven’s genius over the boundaries 
of tradition. 

The symphony was premiered in Vienna on one of the most staggering 
programs in history. Beethoven gave the concert, first announced in the 
Wiener Zeitung on Mar. 26, 1800, for his own benefit. On the scheduled day, 
the program fairly sagged under the catalogue of numbers. It read: 

Today, Wednesday, April 2d, 1800, Herr Ludwig van Beethoven will have the 
honor to give a grand concerto for his benefit in the Royal Imperial Court Theater 
beside the Burg. The pieces which will be performed are the following: 

1. A grand symphony by the late Chapelmaster Mozart. 

2. An aria from The Creation by the Princely Chapelmaster Herr Haydn, sung 
by Mile. Saal. 

3! A grand concerto for the Pianoforte, played and composed by Herr Ludwig 
van Beethoven. 

4. A Septet, most humbly and obediently dedicated to Her Majesty the Empress, 
and composed by Herr Ludwig van Beethoven, for stringed and three wind instru¬ 
ments, played by Messrs. Schuppanzigh, Schreiber, Schindlecker, Bar, Nickel, 
Matauschek, and Dietzel. 

5. A Duet from Haydn’s Creation . 

6. Herr Ludwig van Beethoven will improvise on the Pianoforte. 

7. A new grand symphony with complete orchestra, composed by Herr Ludwig 
van Beethoven. 

Tickets for boxes and stalls are to be had of Herr Beethoven at his lodgings in 
the Tiefen Graben, No. 241, third story, and of box-keeper. 

Prices of admission are as usual. 

The beginning is at half-past six o’clock. 

History does not record at what time the concert ended. One commentator, 
writing it up six months later in the Allgemeine Musi\dische Zeitung, 
pointed out the beauties of the Concerto, without specifying which one 
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Beethoven played. He applauded the “taste and sentiment” o£ the Septet, 
which became highly popular. He found Beethoven’s improvising, which even 
astonished Mozart years before, to his liking. Although he praised the new 
symphony for containing “much art” and “abundant and original” ideas, he 
found that the wind instruments “were used far too much; so that the music 
is more for a band of wind instruments than an orchestra ” 

The conductor, Paul Wranitzky, and his orchestra almost succeeded in 
wrecking the concert. The men hated Herr Wranitzky and were prejudiced 
against Beethoven’s music. There had been only a partial rehearsal, and 
during the performance they ignored conductor and soloist alike. The play¬ 
ing was described as “shameful” in a Leipzig paper. However, the work 
gained steadily in public favor. 

Beethoven later offered the Symphony, the Septet, the Piano Concerto, 
Op, 19, and the Piano Sonata, Op. 22, to the publisher Hofmeister for the 
lump sum of seventy ducats, or $140. For the symphony alone he asked the 
fabulous figure of $50. 

You will perhaps be astonished, he wrote, “that I make no difference 
between a sonata, a septet, and a symphony. But I make none, because I 
think a symphony will not sell as well as a sonata, although it should surely 
be worth more.” 

# # # 

The Symphony is in the customary four sections, or movements. The key is 
C major. Yet it does not begin in that key, but with a discord in F major that 
shocked some pedants at the time. The slow introduction of twelve measures 
leads to the first movement proper (Allegro con brio). Its pages have spirit, 
gaiety, elegance, for this Symphony has well been termed a ‘symphony of 
comedy, ^ though here and there a cloud may for the moment obscure its 
sunny brightness. The eighteenth century was not over when Beethoven com¬ 
posed it, and he was still looking at music through the eyes of Haydn and 
Mozart, in spite of the fact that the student may readily discover Beethovenish 
characteristics that are not derived from either Haydn or Mozart and dis¬ 
tinct intimations of the moods and manners of the nineteenth century to come. 
However, comedy itself is not all compact of sunshine and, as the German 
proverb has it, laughter and weeping dwell in the same bag. 

This brisk Allegro is followed in the then prevailing order by the slow 
movement (Andante cantabile con mo to, in F major, and consequendy not 
too slow). It is mainly built up on a tricky tune that no less an authority than 
Professor Tovey described as ‘kittenish.’ The attentive listener should ob¬ 
serve in this movement the recurrent passage of dotted notes for drums on G 
and then on C, the drums being tuned not in the tonic, but in the dominant. 
Yet bold though this device might have seemed, it was not wholly original. 
Mozart had anticipated Beethoven in his Linz Symphony . 
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“The third movement in name is the minuet usual in symphonies of the 
eighteenth century (Menuetto: Allegro molto e vivace, in O major), hut in 
reality Beethoven was already looking forward toward the scherzo, with 
which he was presently to replace the minuet. This movement, then, is much 
less the stately dunce in triple rhythm than a scherzo of generous propor¬ 
tions, rich in modulations and glowing color. The scherzo, like the minuet, 
always includes a trio section. Listen in this trio to the delicious dialogue 
between wind instruments and strings ami to the rousing crescendo that ends 
it just before the repetition of the minuet. 

“The finale, in major, ojwns with seven measures of adagio devoted to a 
playful scale passage ascending in the violins. The music then plunges into an 
ASlegto umbo e vivace, beginning with a sprightly theme for strings, which 
raers along to the conclusion in a whirl of memmeut and humorous sallies." 

L. ». 


Symphony in I) major, No. 2, Op. 36 

I. Ad-tpo molm; alVgto nut hint. II. Lai ghetto. III. Scherzo. IV, Allegro 

molto, 

Tnt iif sm he possible only a few one word descriptions of Beethoven's 
Smnid Svtitpltonv, but "joyous” would surely be one of them. It is difficult 
to see eve to eve with the savant who declared that "pleasing badinage” 
uittri pelting down 1mm it, However, a certain Spazirr, known to have been 
1 t nhtvatrd tuttsii tan and a pet son of "sound judgment,” found completely 
sttattge things to say about the work's ittiale. To him that segment represented 
a "gross monster, a pierced dt.tgoti which will not die, and even in losing 
its blood, wild with rage, still deals vain hut furious blows with his tail, 
Middled bv die last agony.” 

Compare this with an rvpirssiun of Hr. tor Berlioz’s regarding the same 
wit ton: "I; f. a wiond sihrtzo in two time, and its playfulness has perhaps 
something still mote delicate, more piiptant." 

< hie may be priminrd, one mists, a confused state of mind, thanks to the 
altovr. In last, ,m amazing ph litre presents itself, that of a gross toon tier 
trktih tie,tls v.ttn hot farina* Note* with its pleating tail, losing Hood and 
kidimtgr in its ploy ftd nets, the while, 

.Seriously, one unitors toward Berlioz' views. There is joy in the Symphony, 
but the sm prising thing at tout the whole matter is that Beethoven could have 
written if ,0 all m the depressing tiremmtalters surrounding him at the time. 
Its youthful g.rn-tv e* as fat trmovr.l (mitt the uimjKisn’x immediate troubles 
as ,1 plat brat (tout the Erjtufot, adding one more rrhtuiitm to the argument 
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that a composer’s work mirrors his mental state—among other things—at 
the time of creation. 

To begin with, his deafness, which had recently come upon him with a 
great “roaring in the ears,” was increasing. Besides which, he was a victim of 
colic. Typical of a man at a loss to understand—or, perhaps, a man like 
Beethoven, to brook—his ills, he consulted many a physician with litde suc¬ 
cess. He went through fantastic therapeutic and untherapeutic ordeals, trying 
hot baths, cold baths, all sorts o£ pills and herbs, nostrums, panaceas, and nc 
one knows what else. One of his medical advisers suggested rest in the 
country, so Beethoven hied himself to Heiligenstadt, then a quiet little village 
not far from Vienna, which looked across verdant meadows to the Danube 
and beyond to the distant Carpathian Mountains. A legend about the locality 
had it that the ancient Emperor Protus had planted there the first vine; 
of Non*c um , and also that the bubbling waters of a mineral spring had beer 
blessed by St. Severinus, thus giving them marvelous curative properties. 

Only to add to Beethoven’s trials came the crushing news that Giulietts 
Guicciardi had married a Count Gallenberg. This “little minx” of 17, to 
gether with her cousins, the Countess Josephine and Therese von Brunswick 
had been his pupil, and she had won his heart during the process. The com 
poser had asked her hand in marriage, and it is said that one of her parent; 
looked with tolerance on the idea, the other not at all. This, as can be readil] 
imagined, was “the most unkindest cut of all,” so that his thought of putting 
an end to himself seemed a logical outgrowth of accumulated despairs. H< 
wrote to his brothers a letter, known as “Beethoven’s Will,” which is ar 
amazing example of documented melancholy. 

The Beethoven of that period, the winter of 1802-1803, is, strangely enough 
the Beethoven of the Second Symphony with its carefree, tripping lightness 
Marion M. Scott (Master Musicians Series) remarks eloquently on that theme 

There was in Beethoven something that transcended the ethics of Aeschylu 
and Sophocles—something that set him beside blind Homer and Virgil, whos< 
high thoughts reflected “the radiance of some mysterious and unrisen day.” Lik< 
them he could pass through tragedy to the greater knowledge beyond, where bird 
and death, joy and sorrow, are but different sides of the same gold coin of lif 
minted by God in eternity. 

Beethoven had walked the meadows of Heiligenstadt 4nd his mind had roamet 
the Elysian Fields of music before he passed into the valley of the shadow o 
death. But just before the path had gone down, he had seen, as sometimes happen 
in mountain regions, across the near gulf and intefvening ranges, a radiant visioi 
of distant mountains on the horizon—he had seen Joy. He has left us that visioi 
in the passages of his D Major Symphony which prefigures the Choral Symphony 
that was to come. He saw that vision because “he always held his head high evei 
when in pain.” 

# # # 
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“As in the case o£ the First Symphony, the Second has a slow introduction 
(Adagio molto), but this introduction is much longer and, though based in 
style on Haydn’s symphonic introductions, is instinct with the new romantic 
freedom and contains a surprising prediction of the Ninth Symphony in a 
descending octave passage. 

“The Allegro con brio that follows starts off with a buoyant theme that sets 
the pace for an energetic and generally cheerful movement. It is in the ensu¬ 
ing Larghetto in A major that we hear in full proclamation the individual 
voice of Beethoven, as we have not heard it before. This has been apdy 
called one of the most luxurious slow movements in the world, and its rich¬ 
ness in melodies has been described as ‘reckless.’ 

The next movement, again in D major, is this time called frankly a Scherzo, 
not a menuetto. This concise Allegro is particularly noteworthy for the 
prophecy in its trio of the trio of the scherzo of the Ninth Symphony. 

“The finale, Allegro molto in D, is a forthright, humorous rondo. In view 
of the tragedy of that summer, this Symphony might, perhaps, best be looked 
upon as an escape.” 

Jl r R. C. B. 


Symphony in E flat major, No. 3 ("Eroica”), Op. 5 5 

I. Allegro con brio. II. Marcia funebre: Adagio assai. III. Scherzo: Allegro 
vivace; Trio. IV. Finale: Allegro molto. 

The tale has been told often of this symphony’s original dedication to 
“Buonaparte” and of the subsequent shift on a new title-page to Sinfonia 
Eroica—Composta per festeggiare il sovvenire d’un grand 7 uomo (Heroic 
Symphony—Composed to celebrate the memory of a great man) when Bee¬ 
thoven discovered that Napoleon had proclaimed himself Emperor. The 
details require no enumeration. However, much as some of us might enjoy 
evading the fact of its first purpose, the symphony was already completed 
when Beethoven suffered a democrat’s change of heart, and like it or not, 
the piece is a kind of program music, written in admiration of Bonaparte. 
In support of that contention we have what are alleged to be Beethoven’s own 
words spoken at the announcement of Napoleon’s death, “Did I not foresee 
the catastrophe when I wrote the funeral march in the Eroica? 77 

Since Beethoven left no actual program other than the title-page maneuvers, 
it is interesting to study the strive and heave of attempted explanations that 
have been perpetrated. Czerny, among others, envisioned the first Allegro as 
a sea fight, the Funeral March as a memorial to Nelson, yet both suggestions 
seem oblivious of the “Buonaparte” dedication. 
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No less a personage than Berlioz advanced the theory that “the Scherzo 
and the Finale picture funeral games given in honor of the dead hero, such 
as Homer describes in his Iliad” Marx, on the other hand, comes forward 
with the following solution of the entire work, “I. An ideal battle as 
the Einbegriff [purport] of an heroic life; II. A nocturnal inspection of the 
battlefield; III. Merrymaking in camp; IV. Celebration of peace.” 

Lenz supplies this account, “I. Life and death of a hero; II. Funeral; III. 
Truce at the grave; IV. Funeral feast and heroic ballad.” Oulibicheff argued 
that the Scherzo connoted an armistice, the soldiers on pleasure bent. The 
Finale, he admitted, had him guessing, since he could not seem to relate it 
to the preceding sections. An ingenious view by Ambros of the variations 
has them “following one upon the other like a procession of many genera¬ 
tions of men marching up to the Cyclopean monument erected to the hero and 
crowning it with wreath and flowers.” 

Richard Wagner, last but not least, felt that the Funeral March portrays 
the “deeply, stoutly suffering man,” the Scherzo the “gladly, blithely doing 
man,” and the Finale “man entire, harmoniously at one with self, in those 
emotions where the memory of sorrow becomes itself the shaping force of 
noble deeds.” 

The musicologist, the historian, and the fictionist may be permitted their 
interpretations, but the music remains as a monument to a great and power¬ 
fully expressive mind, whose thoughts and imaginings, whatever they may 
have been, became crystallized into the brilliant, overwhelming pattern of a 
timeless creation. 

The Symphony was written in the years 1803-1804. It obtained a private 
performance or, possibly, a general rehearsal, in the palace of Prince Lobkowitz 
in December, 1804. The first public performance occurred in the Theater an 
der Wien on Apr. 7, 1805, at a concert sponsored by the violinist Franz 
Clement. And here, we are surprised to learn, the work, according to the 
printed program, is dedicated to the Prince! 

At its premiere the Symphony occasioned one piece of impromptu criticism 
from the gallery, says Czerny, when a listener shouted down, “I’d give an¬ 
other kreuzer if they would stop.” 

Some other declarations—from more serious and reflective sources, however 
—were not altogether favorable to the work, one authority characterizing it as 
“virtually a daring and wild fantasia, of inordinate length and extreme diffi¬ 
culty of execution. There is no lack,” he continued, “of striking and beautiful 
passages in which the force and talent of the composer are obvious; but . . . 
the work seems to lose itself in utter confusion.” 

Another expert suggested shortening the symphony, because, “it would 
gain immensely.” And so it went! 

Perhaps, it is best to go to the composer himself for an opinion on his 
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own work, an opinion given when he had already done eight of the nine 
symphonies. In the summer of 1817, Beethoyen and the poet Christian 
Kuffner, who is allegedly responsible for the text of the Choral Fantasia, 
Op. 80, were at dinner in the tavern Zur Rose, Nussdorf. Kuffner asked his 
celebrated companion which of his symphonies was his favorite. 

“Eh! Eh!” Beethoven, in excellent spirits, replied, “Why, the Eroica” 

The poet remarked, “I should have guessed the C Minor.” 

“No,” Beethoven insisted, “the Eroica” 

R» C* B* 

Symphony in B flat major. No. 4, Op. 60 

I. Adagio; Allegro vivace. II. Adagio. III. Allegro vivace. Trio. Un poco 
meno allegro. IV. Finale: Allegro ma non troppo. 

Biographers and annotators cannot be blamed for waxing lyrical over this 
symphony. Few can resist reading a romance in its pages. A “symphony of 
love” one has boldly dubbed it. Others, with Beethoven’s famous undated and 
unaddressed letter to the “Immortal Beloved” in mind, regard the Fourth as 
a similar testament of passion. 

Romain Rolland is certain the symphony is secredy addressed to the 
Countess Theresa von Brunswick, whom Beethoven wooed and won . . . 
for a while. “A pure, fragrant flower,” says the Frenchman of the sym¬ 
phony, “which treasures up the perfume of those days.” Another French 
scholar, Vincent d’Indy, appears to prefer Theresa’s cousin, Countess Giulietta 
Guicciardi, as the symphony’s heroine. 

There is no known way of determining whether Theresa or Giulietta 
inspired the symphony, though the facts and circumstances favor Theresa. 
Actually, it is pure supposition to attribute the Fourth to romantic pressure 
at all. VTiat is beyond question is that the spring and summer of 1806, when 
the symphony was presumably written, were one of the happiest and serenest 
breathing spells in Beethoven’s stormy career. The spring had been almost 
purely a holiday, spent in Hungary on the estate of Count Brunswick. There 
he had reveled in the beautiful natural surroundings of the place and courted 
the Count’s sister Theresa. And, there, in May, he apparendy became engaged 
to her. Anyway, we have Theresa’s word for it. As customary in Beethoven’s 
love life, the affair came to nothing. One biographer explains Beethoven’s 
failure ever to marry as a conflict between the real and the ideal. “He ideal¬ 
ized women,” says Peter Latham; “idealized them romantically without any 
reference to realities; and one after another the girls on whom he cast his 
eyes were discarded because they failed to live up to his impossible standards. 

The assumed circumstances of Beethoven’s stay on the Brunswick estate at 
Martonvasar have led the Theresa theorists to date the mysterious episde to 
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the “Immortal Beloved” as o£ that enchanted spring. Toward the summer, 
Beethoven’s visit with the Brunswicks came to an end. He had accepted an 
invitation to spend the summer and autumn with his friend and patron Prince 
Lichnowsky at the Casde Gratz in Silesia. In October, he was back in Vienna. 
Accompanying him to the Austrian capital were the G major Piano Con¬ 
certo, the Rasoumowsky Quartets, Op. 59, and the C minor Variations. Also, 
the Symphony in B flat major, No. 4, Op. 60, with its romantic confidences, 
if any. 

The dedication of the Symphony to a Count Franz von Oppersdorf ties in 
with Beethoven’s sojourn at the Castle Gratz. One day Beethoven and Prince 
Lichnowsky visited the Count, who occupied a castle in near-by Oberglogau. 
Beethoven’s Second Symphony was among the numbers played by the Count’s 
excellent private orchestra. Beethoven was naturally delighted. Later, when the 
Count commissioned him to write a symphony, he accepted eagerly. Bee¬ 
thoven pocketed the advanced five hundred florins. 

He intended the great C minor Symphony for the Count. The contract 
included six months’ performing rights. But Beethoven changed his min d, 
disposed otherwise of the Fifth Symphony, apologized humbly to his tided 
client, and sent along the Fourth, instead. Hence the dedication. The Count, 
quite humanly, was anything but mollified. He said nothing, but no further 
commissions came from Oberglogau. Doubdess what netded Count Oppers¬ 
dorf most was the fact that the Fourth, when delivered, had already been 
sold and premiered. The first performance had occurred at a special sub¬ 
scription concert organized for Beethoven’s benefit and held at the house of 
another of Beethoven’s titled clients, Prince Lobkowitz, in March, 1807. 

Robert Schumann’s famous remark about the Fourth Symphony—“a slender 
Greek maiden between two Norse giants”—was, of course, no allusion to 
either of the named Austrian countesses. Whether Schumann, in his own 
romantic and buoyant way, regarded it in any strict sense as a “symphony 
of love is not known. What he sought to emphasize was the striking con¬ 
trast between the softer moods of the Fourth and the epic sweep of the 
Third and Fifth. 

Certainly Beethoven has climbed down from the panoramic peaks of the 
Erotca, and some fierce psychological crisis looms grimly between the Fourth 
and the Fifth. Supreme hero worship inspired the Eroica, and supreme vic¬ 
tory over blackest despair the Fifth. The Fourth lives in its own serener 
element. “Beethoven must have been inspired by the very genius of happi¬ 
ness when he conceived and worked out the many beautiful themes of this 
joyous composition,” says Grove. Of course, the Fourth also sounds a note of 

passion and mystery. No composition of Beethoven’s is ever sweetness and 
light alone. 
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“Mystery and romance breathe through the elaborate introduction (Adagio, 
B flat major, 4/4) which this Symphony, like the Second, possesses, but the 
mood turns to merriment when the theme of the Allegro vivace (also B flat 
major, 4/4) makes its skipping entrance. The second movement (Adagio, 
E flat major, 3/4) is akin in its luxuriance of inspiration and melodic richness 
to the Larghetto of the Second Symphony, establishing another bond between 
the Second and the Fourth. Here we must listen to Hector Berlioz, who has 
written of the first half of this Symphony with a unique eloquence: 

The character of this score is generally lively, nimble, joyous, or of a heavenly 
sweetness. If we except the meditative Adagio, which serves as an introduction, 
the first movement is almost entirely given up to joyfulness. The motive in de¬ 
tached notes with which the Allegro begins is only a canvas on which the com¬ 
poser spreads other and more substantial melodies, which thus render the appar- 
endy chief idea of the beginning an accessory. This artifice, though it is fertile in 
curious and interesting results, had already been employed by Mozart and Haydn 
with equal success. But we find in the second section of this same Allegro an idea 
that is truly new, the first measures of which captivate the attention; this idea, 
after leading the hearer’s mind through mysterious developments, astonishes it by 
its unexpected ending. . . . 

This astonishing crescendo is one of the most skilfully contrived things we know 
of in music: you will hardly find its equal except in that which ends the famous 
Scherzo of the Symphony in C minor. And this latter, in spite of its immense 
effectiveness, is conceived on a less vast scale, for it sets out from piano to arrive 
at the final explosion without departing from the principal key, while the one 
whose march we have just described’•starts from mezzoforte, is lost for a moment 
in a pianissimo beneath which are harmonies with vague and undecided coloring, 
then reappears with chords of a more determined tonality, and bursts out only at 
the moment when the cloud that veiled this modulation is completely dissipated. 
You might compare it to a river whose calm waters suddenly disappear and 
only leave the subterranean bed to plunge with a roar in a foaming waterfall. 

As for the Adagio—it escapes analysis. It is so pure in form, the melodic 
expression is so angelic and of such irresistible tenderness, that the prodigious art 
of the workmanship disappears completely. You are seized, from the first meas¬ 
ures, by an emotion which at the end becomes overwhelming in its intensity; and 
it is only in the works of one of the giants of poetry that we can find a point of 
comparison with this sublime page of the giant of music. Nothing, indeed, more 
resembles the impression produced by this Adagio than that which we experience 
when we read the touching episode of Francesca da Rimini in the Divina Corn- 
media, the recital of which Virgil cannot hear ‘without weeping in sobs’ and 
which, at the last verse, makes Dante fall as a dead body falls. This movement 
seems to have been sighed by the Archangel Michael one day when, seized by an 
access of melancholy, he stood upon the threshold of the empyrean and contem¬ 
plated the worlds. 
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The third movement (Allegro vivace, B flat major, 3/4), sometimes called 
a minuet, sometimes a scherzo, is planned on a large scale and is further 
remarkable for the fact that, as in the Scherzo of the Seventh Symphony, 
the delicious trio (Un poco meno mosso) is played twice, the minuet or 
scherzo proper being repeated each time. 

In the exuberant Finale (Allegro ma non troppo, B flat major, 2/4) per¬ 
petual motion in tone, flashing and glittering with tunefulness and fun, 
holds sway. The movement opens with a suggestion of Bach, and presently 
we are aware that Beethoven has assimilated the spirit of Mozart and Haydn 
as at an earlier time he had paid them the compliment of imitation.” 

The score calls for one flute, two oboes, two clarinets, two bassoons, two 
horns, two trumpets, kettledrums, and the usual strings. 

& L. B. 

Symphony in C minor, No. 5, Op. 67 

I. Allegro con brio. II. Andante con moto. III. Allegro. IV. Finale: Allegro. 

Since conflict and struggle are elements readily translated into art and 
promptly grasped as such, the adoption as a rallying victory cry of the four- 
note rhythmic figure that blazes like a streak of lightning through the first 
movement of Beethoven’s C minor Symphony was logically apt. Implicit in 
Beethoven s tense fabric is a titanic clash of wills. On the one hand, Fate. 
Not the cold, impersonal law of things indifferent to Man, but an active 
enemy. On the other, Man, drawing on his deepest resources to rise victor 
in deadly combat with the foe. If the chroniclers have not lied, Beethoven 
conceived the rhythmic motto as symbolic of “Fate knocking on the door,” 
thus supplying a key to the ensuing drama. Even without this clue, a study 
of Beethovens temperament and high ethical purposes, together with a nor¬ 
mal esthetic reaction to the music itself, would suffice to establish the drama 
as an epic struggle on a moral plane. 

Accordingly, unlike the Seventh Symphony, which has released “roaring 
cataracts of nonsense” along various lines of interpretation, the Fifth is 
clearly patterned on a moral program capable of a single broad analysis. 
Expounders of this program” have been legion, from Berlioz down. Each has 
defined its message according to his own style and taste. Each has termed the 
^ enemy according to his own philosophical bent, from “monster,” “fiend,” 
“forces of evil” to a “malign Providence.” But all have viewed the contest 
as moving from abject despair and helplessness through prayerful truce to 
savage defiance and victory. Commentators have even sensed in the C minor’s 
ra § in g P a g es a stern grapple with the thought of suicide, and Beethoven’s 
harsh accesses of anguish might well bear them out. Unquestionably the Fifth 
Symphony enshrines some fierce encounter with conscience raised to cosmic 
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utterance. So long as man is prey to moral and mental torture, the C minor 
will hymn his torment and release. 

That is one way of viewing the Fifth Symphony. Another is to examine it 
along stricdy esthetic lines. The absolute logic of composition has struck all 
students. Massive and compact, the symphony follows the relendess course of 
its ideas. Nothing alien or irrelevant to Beethoven’s scheme crops up. Every¬ 
thing is irrevocably right. Nothing lingers unduly, nothing disappears too 
soon. One instinctively expects the return of a theme in its new guise. Art and 
human nature blend in a single entity, until the symphony becomes the echo 
of our own shrieking inner selves. Perhaps only in Dante do we find such 
fierce admission of human pain and ecstasy rendered in such condensed and 
concentrated speech. 

Beethoven allowed the germinal ideas of the C minor Symphony to simmer 
long in his mind. Motives for three movements were sketched as early as 
1800 and 1801, though the finishing touches were not applied to the sym¬ 
phony until March, 1808, at Heiligenstadt, his favorite country haunt outside 
Vienna. In the interim the ideas underwent constant rejection and revision. 
By his own admission, the creative process was always an arduous one of 
trial and error that droned on in his head. Years would go by before he jotted 
down an idea that had taken root and vegetated in his brain. Acutely con¬ 
scious of what he wanted, he waited for a theme to develop as if out of its 
own inherited traits. “Then begins in my head the working out in breadth, 
height, and depth,” he once wrote. “Since I am aware of what I want, the 
fundamental idea never leaves me. It mounts, it grows. I see before my 
mind the picture in its whole extent, as if in a single grasp.” Often Beethoven 
wrote out the trend of an idea in words, interpolating random notes. Some¬ 
times in the midst of a conversation or during a walk he would mutter or howl 
strange sequences of sound in an effort to seize and fix a stray idea. 

We can thus visualize the probable course of the C minor from emo¬ 
tional inception to full development. Some experience or group of experi¬ 
ences had shaken Beethoven severely. Certainly bitter memories of Giulietta 
Guicciardi and Therese von Brunswick enter the C minor’s confessional. 
Beethoven’s deafness was steadily growing worse. In the Heiligenstadt Will 
he reviewed his “blighted hopes” and in his wretchedness shrieked to high 
heaven for one more day of “pure joy.” Thoughts of suicide and early 
death probably assailed him. Then themes began to filter through his mind, 
colored by these thoughts and seizures of grief, until the plan of a great moral 
drama took shape. He would fight destiny to victory and achieve reconcilia¬ 
tion with the world. Around this decision musical and emotional patterns 
slowly formed. With the musician and man so closely coordinated in thought 
and feeling, the process of shifting from emotional to artistic planes was 
complete and true. After stern and unsparing scrutiny of each detail, the 
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struggle finally took finished form as the C minor Symphony. The poet 
Wordsworth believed that art was the calm remembrance of emotional states. 
Beethoven’s great symphony was thus a monument to an ordeal shaped in 
the quiet sessions of creative genius. 

The work was first performed on Dec. 22, 1808, at the Theater an der 
Wien, Vienna, on an all-Beethoven program. It formed part of the first 
program of the New York Philharmonic Society on Dec. 7, 1842. 

# # # 

“Among the satisfactions that an audience has in listening to Beethoven’s 
Fifth Symphony is the pleasure of recognition. The work begins immediately 
with the full orchestra sounding three eighth-note G’s, followed by a descent 
of a major third to a long-held E flat. From these four notes so combined the 
entire first movement is derived, and the same rhythmic figure crops up 
repeatedly in the succeeding movements. 

“Although the figure in question is rhythmic rather than melodic, it is so 
compelling that the hearer catches it at once and is haunted by it forever 
after. Concertgoers are as familiar with Tate knocking at the door* as with 
the music of The Star-Spangled Banner’ or ‘Home, Sweet Home.’ But if the 
Fifth Symphony has its theme tattoo, it has also its theme song—the principal 
subject of the second movement. This bravely ingratiating melody, given out 
at once by violas and cellos in unison, everybody is certain to remember. 
And if the subsidiary themes of the first and the second movements and the 
principal subject of the scherzo are a trifle less definitely striking as tunes, 
they too are not the sort of thing that goes in one ear and out of the other. 

“The uncanny scherzo (Allegro, C minor, 3/4), introduced by the common 
chord of C minor in arpeggio, is the musical embodiment of the terror that 
walketh by night. Berlioz says of the opening: ‘It is as fascinating as the gaze 
of a mesmerizer.’ A famous bridge passage, a supreme example of musical 
suspense, leads from the nightmare of the scherzo, pianissimo at first and then 
in a sweeping crescendo, to the triumphant proclamation of the C major 
finale (Allegro maestoso, 4/4).” 

The effect produced by this Symphony on a contemporary composer is 
indicated in die frenetic outburst of the veteran Lesueur to the youthful 
Berlioz: “Ouf! Let me get out; I must have air. It is unbelievable! Marvellous! 
It has so upset and bewildered me that when I wanted to put on my hat, 
1 could not find my head!'” 

The Symphony is dedicated to Prince von Lobkowitz and Count Rasu- 
mowsky. The score calls for flutes, oboes, clarinets, bassoons, horns, trumpets 
in pairs, kettledrums, and the usual strings, plus, in the finale, piccolo, double¬ 
bassoon, and three trombones. 


L. B. 
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Symphony in F major, No. 6 ("Pastoral”), Op. 68 

L Cheertul impressions awakened by arrival in the country (Allegro ma 
non tmpjxi), lb Scene by the brook (Andante molto moto). III. Merry 
gathering of country folk (Allegro). IV. Thunderstorm: tempest (Allegro). 
V. Shepherd's Song; glad and grateful feelings after the storm (Alle¬ 
gretto). 

The first performance of this Symphony took place at the Theater an dcr 
Wien, Vienna, on Dee, 22, 1808, All the pieces performed on that occasion 
were by Beethoven, The composer had inserted an advertisement in the 
Wiener Zeitung, a week before the event, but only a few persons attended. 
The present Work was listed in the printed program at the concert as “A 
Symphony entitled Remikrtkms of li/e in the Country, in F major, No. 5”— 
(obviously the IKsmrd with the wrong numbering). Also included were an 
aria, 11 Ah, pcrfklo ” which was sung by Josephine Kilitzky; Hymn with Latin 
text written in chut eh style, with chorus and solo; the G major Piano Can- 
4’rrto, played by Beethoven; a **( hand Symphony in G minor No, 6”—(again 
wiuiig numbering); the AtmTio* from the Mass in C major; Pantasie for 
Pianoforte Sohg and the Fumade for Pianoforte, “into which the full or- 
4 hestra fitters little by little, and at: the end the chorus joins in the Finale.” 

Beethoven, in a unusual for him, had experienced some bad moments with 
the orciirsna at udirursuls and, as might have been expected, he Hayed some 
uf its member* ct nelly. Furthermore, his attitude at the concert; was rather 
i urious teetering between friendliness and irony. When Prince Wielhorsky 
took his seal iu the theater, Bmhovm nodded to him in sardonic manner, and 
some have advanced the theory this was owing to the fact that of the many 
invited notabilities the Ptbitr alone showed up. 

Adding mote fuel to the general conflagration* the clarinets apparently 
made an unfortunate error during the performance of the Pantasie for Piano, 
t Louts* and Orchestra, Beethoven, who was at the piano, jumped up and in 
stentorian tours said, “Siletne! Silence! Unit is all wrong. Once more* once 
mote! 1 * If developed that Beethoven himself had been guilty of a slip wheat 
lie absent mmdedly played a repeat which he had previously decided to cut. 
Naturally* flic* orchestra members rebelled at their public humiliation* and 
several dtrrnirncd to depart forthwith. Nevertheless* the concert was gone 
through somehow. If began at half past: six and ended four hours later! 

At the little country place of I leiligemtadt, the Sixth Symphony was com¬ 
pleted in the middle of the year l HUH, 

In he* vety fust Ten hew of the Symphony, Bmhovm wrote the instruction 
that "The hearer should be {ter mined to discover the situations for him- 
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self,” adding, almost as an afterthought, “He who has ever conceived an idea 
of country life ought to be able, without many indications, to think *of the 
author’s meaning.” Still later the composer did some reconsidering, and 
prefixed each movement with a special tide, at the same time inserting, 
“More an expression of feeling than of painting,” a legend which appeared 
in the program at the Symphony’s first hearing. 

Beethoven was passionately fond of Nature for herself, besides finding 
solace in communion with her from the assorted ills that beset him. His love 
of her was simplicity itself. He could admire her through listening to the 
song of a bird at dawn, through gazing upon the gende slope of some grassy 
meadow or the graceful curve of leaf-laden branches over a bubbling stream. 
“She was also a friend with whom he took pleasures in familiar talk, the 
only intercourse to which his deafness presented no obstacle,” wrote Vincent 
d’Indy. 

Although the Symphony was inspired by the rural beauties of Heiligenstadt 
and its environs, its general scheme follows too closely the plan of a work 
by Justin Heinrich Knecht for it to have been an accident. This, too, is a 
symphony, and it had been described by its composer as “A Musical Por¬ 
trait of Nature: Grand Symphony for two violins, viola and bass, two flutes, 
two oboes, bassoons, horns, trumpets, and drums ad lib., in which are ex¬ 
pressed in sounds . . then followed an explanation of its five movements, 
thus: 

I. A beautiful country where the sun is shining, brooks traverse the vale, the 
birds twitter, a waterfall tumbles from the mountain, the shepherd plays his pipe, 
the lambs gambol around, and there the sweet voice of the shepherdess is heard. 

II. Suddenly the sky is overcast, an oppressive closeness pervades the air, black 
clouds pile up, the wind rises, thunder is heard from afar, and the storm 
approaches. 

III. The tempest bursts in all its fury. The wind howls, and the rain beats 
down. The trees groan, and the waters of the streams rush furiously. 

IV. The storm gradually subsides, the clouds disperse, and the sky becomes 
clear. 

V. Nature raises its joyful voice to heaven in song of gratitude to the Creator. 

The curious thing about the whole matter is that the Knecht Symphony 
was published by a firm that brought out simultaneously the set of three early 
piano sonatas, composed by Beethoven around 1783. And still more curious 
is the fact that on the back cover of the sonatas the publisher had placed an 
advertisement of the Knecht Symphony, movements, description, and all! 
It seems logical to assume that Beethoven took more than one peek at that 
advertisement. However, in rebuttal it must be said that “storm” music was 
no novelty in Beethoven’s time. There was one such example in Steibelt’s 
Concerto for Piano, provocatively labeled, “The Storm; Preceded by a Pastoral 
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Rondo Another item, which used to get frequent hearings at the Abbe 
Vogler’s organ concerts, carried the tide, “The Shepherd’s Pleasure, Inter¬ 
rupted by a Storm.” 

The Pastoral Symphony is scored for two flutes, piccolo, two oboes, two 
clarinets, two bassoons, two horns, two trumpets, two trombones, kettledrums, 
and strings. ' R . c , B . 

Symphony in A major, No. 7, Op. 92 

I. Poco sostenuto. Vivace. II. Allegretto. III. Presto. Presto meno assai. 

IV. Finale: Allegro con brio. 

Richard Wagner, rather given to lofty phrase making, once called this 
symphony “the apotheosis of the dance,” and through his mystic, super¬ 
natural imaginings, he went on to say that it “belongs to the Night Spirit and 
his crew, and if anyone plays it, tables and benches, cans and cups, the grand¬ 
mother, the blind and the lame, aye, the children in the cradle, fall to danc¬ 
ing.” All this, of course, is pre-Walt Disney fantasy. 

Vincent d’Indy, less obstreperous, perhaps, refers to it as “nothing else than 
a pastoral symphony. The rhythm of the piece has truly nothing of the dance 
about it; it would seem, rather, to come from the song of a bird.” 

Thus, we have two completely opposing views from two eminent musi¬ 
cians, and the followers of both have been legion. Many other impressions 
of the composition, you can be sure, have been set down in the stark, staring 
coldness of print, but it would serve no purpose to go about enumerating 
them, save that of confusion, before which the Messrs. Wagner and D Indy, 
all unwittingly, have genuflected nobly. 

According to Thayer, Beethoven started work on the symphony in the 
spring of 1812. There are some differences of opinion as to that date, Pro- 
d’homme advancing the theory that initiatory sketches were struck in the 
winter of 1811-1812. In any case, a letter of Beethoven’s, written on May 8, 
1812, carried the significant message that a new symphony was in process of 
construction. Another letter, penned on July 19, stated simply, “A new sym¬ 
phony is now ready.” 

Among the pieces composed by Beethoven in that year were the Eighth 
Symphony, a Piano Trio in B flat major, Three Equali for Four Trombones, 
the G major Sonata for Violin and Piano, and other items. The Seventh 
Symphony was dedicated to Count Moritz von Fries, and it was published in 
1816. The piano edition of the number Beethoven dedicated to the Tsarina 
Elizabeth Alexiewna. 

On Dec. 8, 1813, the Seventh Symphony had a remarkable success at its 
world premiere in the large hall of the University of Vienna. Spohr reports 
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the performance as giving “extraordinary pleasure ... in spite of the often 
ridiculous conducting of Beethoven.” He hints further that at the rehearsals 
Beethoven’s directing took on all the qualities of podial gymnastics; he 
would call for a diminuendo by crouching low and for the corresponding 
crescendo by straightening up. Yet tragedy stalked all through the event, for 
Beethoven, whose deafness prevented him from hearing all but the loud tones 
of the orchestra, made a pathetic blunder at one point—during a very soft 
passage. 

The program at the premiere of the Seventh offered besides, two Marches, 
one each by Dussek and Pleyel, “played by Malzel’s automatic trumpeter with 
full orchestral accompaniment,” and Wellington’s Sieg, oder die Schlacht bei 
Vittona . (The “automatic trumpeter,” one of the strange contraptions of 
Johann Nepomuk Malzel, celebrated maker of automata, need scarcely be 
pointed to as the forerunner of present-day innovations in musical instru¬ 
ments, as, for instance, on one delirious occasion in our own Carnegie Hall, 
an airplane propeller!) 

Beethoven had completed Wellington’s Sieg in October of 1813, in honor 
of the Duke of Wellington’s victory over the French in Spain on June 21 of 
the same year. 

Malzel had engineered the whole idea of that concert, which was to be 
“for the benefit of Austrian and Bavarian soldiers disabled at the battle of 
Hanau.” So successful was it that a second was given on Dec. 12, the admission 
prices being ten and five florins, and the “gate” at both events amounting to 
4,006 gulden—which is a lot of gulden. The composer’s pleasure knew no 
bounds, naturally. In fact, he so bubbled over with joy that he made grateful 
avowal, by way of a public letter, to all who had participated in the ven¬ 
tures. To Malzel, however, went the major part of his penned tribute with 
the words: 

It is Malzel, especially, who deserves all our thanks. He was the first to con¬ 
ceive the idea of the concert, and it was he that busied himself with the organiza¬ 
tion and the ensemble in all the details. I owe him special thanks for having given 
me the opportunity of offering my compositions to the public use and thus ful¬ 
filling the ardent vow made by me long ago of putting the fruits of my labor on 
the altar of the country. 

The Symphony was played again in Vienna on Feb. 27, 1814. The follow¬ 
ing Nov. 29, it was given, together with a new cantata, Der glorreiche Augen- 
blic\, dedicated to the Congress at Vienna, and Wellington’s Sieg. In the huge 
gathering were the Empress of Austria, the Tsarina of Russia, and the Queen 
of Prussia. The same program was repeated at a concert for Beethoven’s bene¬ 
fit on Dec. 2, but a small audience attended. Important first performances of 
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the work occurred at Leipzig, on Dec. 12, 1816; London, June 9, 1817; Paris, 
Mar. 1, 1829; New York, Nov. 18, 1843 (Philharmonic Society). 

Beethoven’s Seventh Symphony has not lacked distinguished choreog¬ 
raphers, since the celebrated Isadora Duncan danced all but the first move¬ 
ment at a performance in the Metropolitan Opera House on Nov. 6* 1908, 
with the Symphony Orchestra of New York under Walter Damrosch’s direc¬ 
tion, and the Ballet Russe de Monte Carlo has presented a choreographic ver¬ 
sion of the entire work. 

The Symphony is scored for two flutes, two oboes, two clarinets, two bas¬ 
soons, two horns, two trumpets, tympani, and the usual strings. 

# # # 

“The Seventh Symphony begins in its title key of A major with a long 
introduction (Poco sostenuto), which has almost the importance of a sepa¬ 
rate movement. The second theme of this introduction, a capricious, tripping 
melody, first given out by a solo oboe, is not only one of the most captivating 
that Beethoven ever invented, but might by the unprejudiced witness be very 
well taken for either an invitation to the dance or the caroling of a bird. 
The principal theme of the main body of the movement (Vivace, A major), 
first announced by the flute, dominates the whole movement with its dotted 
dactylic rhythm. D’Indy to the contrary notwithstanding, this theme might 
in its turn be taken just as well by the same listener for a further invitation 
to the dance as again for the piping of a bird. 

“The second movement, an Allegretto opening in A minor on a long-held, 
mysterious 6-4 chord of the tonic, is one of the most remarkable pages in all 
Beethoven. Here, if the dance simile is to be preserved, it must be a solemn, 
ritual dance. Thus, the movement has been likened to a procession in the 
catacombs. But it has been likened as well to the love dream of an odalisque! 

“The third movement is in reality a brilliant scherzo, though marked only 
Presto (in F major). Twice it is interrupted by the strains of the somewhat 
less rapid trio (Assai meno presto, D major), enshrining the melody which 
d’Indy says was taken from the pilgrims’ hymn of Lower Austria. 

“The Finale is an Allegro of enormous energy and rhythmic incisiveness, 
whose tumultuous measures have been specifically compared with widely 
diverse dances. Some, like d’Indy, have heard here the rough jollity of merry¬ 
making peasants, a ' Bauertanz* or ‘Peasant Dance,’ while to others this 
Finale is nothing less than the ceremonial dance of those priests of Cybele, 
the Corybants, round the cradle of the infant Zeus.” 

R. C. B* 
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Symphony in F major, No. 8, Op. 93 

I Allegro vivace e coa brio. II. Allegretto scherzando. III. Tempo di 
minuetto. IV. Allegro vivace. 

The Eighth Symphony’s first performance was a private one at the house 
of the Archduke Rudolph in Vienna, on Apr. 20, 1813. It was not given a 
nublic hearing until the following year, at Vienna’s Redoutensaal, Feb. 27, 
1814 The audience reacted indifferently, and the next day one reviewer 
attributed that to the presence on the same program of the very popular 
Seventh, whose Allegretto had been encored. Beethoven, who called the 
Eighth his “little symphony in F” (as distinguished from his “great” sym¬ 
phony in A, the Seventh) was irritated by the public’s coldness, remarking 
peevishly that the Eighth was “much better” than the Seventh, and under the 
circumstances one can sympathize with the curious turnabout. It took time for 
the Eighth to make any impression on audiences, although attempts were made 
to that end by performing along with it the Allegretto of the Seventh! 

The Eighth has not escaped the attention of commentators who would 
provide it with a specific program. Thus, it has been described as a “military 
trilogy,” for reasons best known to the phrase maker. Vincent d’Indy, probably 
under the influence of the Pastoral, spoke of the effect of Nature on Beethoven’s 
soul. He supports his theory with the suggestion that a peasant band is bur- 
ksqued in the trio of the Minuetto. For him the Hungarian theme used in die 
Finale connotes the presence of gypsy musicians amid the rustic festivities. 

Pitts Sanborn’S less programmatic viewpoint defines this as the 

symphony of laughter—not the laughter of childlike glee or of a reckless and de¬ 
spairing levity. Rather it is the “vast and inextinguishable laughter” Shelley speaks 
of in Prometheus Unbound. It is the laughter of a man who has lived and suf¬ 
fered and, scaling the heights, achieved the summit. . . . Only here and there 
does a note of rebellion momentarily obtrude itself; and here and there, in brief 
lyrical repose, we have, remembering Sir Thomas Browne, an intimation of 
Divinity more than the ear discovers. 

# # # 

“The first movement (Allegro vivace e con brio, F major, 3/4) opens with a 
bright tune that sets the joyous mood and temper of the work. A second subject 
of the ‘rollicking movement is one of Beethoven’s most delicious inspirations. 

“The second movement (Allegretto scherzando, B flat major, 2/4) has a 
persistent and staccato ticking. This gave rise to the legend that it was based 
on a canon or round, ‘Ta, ta, lieber Malzel,’ written by Beethoven as a tribute 
to the inventor of the metronome. Although historians have not taken the 
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legend to their bosoms, the ticking goes on metronomically all the same. Of 
this section Berlioz once remarked, ‘It is one of those productions for which 
neither model nor pendant can be found. This sort of thing falls entire from 
heaven into the composer’s brain. He writes it at a single sitting, and we are 
amazed at hearing it.’ What Berlioz did not know, obviously, was that the 
movement’s spontaneous quality was obtained at the expense of much labor, 
as Beethoven’s sketches indicate. _ ? 

“The third movement presents, instead of a scherzo, a ‘stately minuet 
(Tempo di minuetto, F major, 3/4). It is not the symphonic minuet that we 
meet with in the First Symphony, but one more typical of the eighteenth- 
century dance with its court formality. Yet, according to dependable sources, 
the music is ‘not untinged with irony, for all its courdy melodiousness. 

“Incidentally, while Beethoven’s intentions regarding this minuet are not 
mysterious, dispute has come up about the tempo at which to play it. In his 
treatise On Conducting, Richard Wagner said of it: 

I have, myself, only once been present at a rehearsal of one of Beethoven’s 
symphonies, when Mendelssohn conducted. The rehearsal took place at Berlin, 
and the symphony was No. 8 (in F major). . . . This incomparably bright sym¬ 
phony was rendered in a remarkably smooth and genial manner. Mendelssohn 
himself o n re remarked to me, with regard to conducting, that he thought most 
harm was done by taking a tempo too slow, and that, on the contrary, he always 
recommended quick tempi, as being less detrimental. Really good execution, he 
thought, was at all times a rare thing, but shortcomings might be disguised if care 
was taken that they should not appear very prominent; and the best way to do 
this was ‘to get over the ground quickly.’ . . . Beethoven, as is not uncommon 
with him, meant to write a true minuet in his F major Symphony. He places it 
between the two main Allegro movements, as a sort of complementary antithesis 
to an Allegro scherzando which precedes it; and, to remove any doubt as to his 
intention regarding tempo, he designates it not as a minuetto, but as Tempo di 
minuetto. This novel and unconventional characterization of the two middle 
movements of a symphony was almost entirely overlooked. The Allegretto scher¬ 
zando was taken to represent the usual andante, the Tempo di minuetto the 
familiar scherzo; and, as the two movements thus interpreted seem rather paltry, 
and none of the usual effects could be got out of them, our musicians came to 
regard this symphony as a sort of accidental hors d’oeuvre of Beethoven’s muse, 
who, after the exertions of the A major Symphony, ‘had chosen to take things 
rather easily.’ Accordingly, after the Allegretto scherzando, the time of which is 
invariably dragged somewhat, the Tempo di minuetto is universally served up as a 
refreshing Ldndler, which passes the ear without leaving any distinct impression. 
Now the late Kappelmeister Reissiger, of Dresden, once conducted this symphony 
there, and I happened to be present at the performance, together with Mendels¬ 
sohn. We talked about the dilemma just described and its proper solution, con¬ 
cerning which I told Mendelssohn that I believed I had convinced Reissiger, who 
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had promised that he would take the tempo slower than usual. Mendelssohn 
perfectly agreed with me. We listened. The third movement began, and I was 
terrified on hearing precisely the old Landler tempo, but, before I could give way 
to my annoyance, Mendelssohn smiled and pleasantly nodded his head, as if to 
say, ‘Now it’s all right! Bravo!’ So my terror changed to astonishment. . . . 
Mendelssohn’s indifference to this queer, artistic contretemps raised doubts in my 
mind whether he saw any distinction and difference in the case at all. I fancied 
myself standing before an abyss of superficiality, a veritable void. 

“In the finale (Allegro vivace, F major, 4/4) ‘joy is truly unconfined and the 
music roars and billows with the impact of Olympian laughter.’ ” 


r. c. B. 


Symphony in D minor, No. 9 , with Final Chorus on 
Schiller’s “Ode to Joy,” Op. 125 

I. Allegro ma non troppo, un poco maestoso. II. Molto vivace. Presto. III. 
Adagio molto e cantabile. Andante moderato. IV. Allegro assai. Quartet 
and Chorus. 

Though the controversy has quieted down considerably, Beethoven’s great 
choral symphony was long a storm center of esthetic wrangling. Was the choral 
finale a mistake or a supreme stroke of genius? Did Beethoven conceive the 
broad outlines of the D minor Symphony with the sung text in mind as an 
integral part? Are the first three movements striedy “absolute,” i.e., without 
program, or do they unfold some moral and intellectual drama reaching an 
inevitable denouement in Schiller’s “Ode to Joy”? 

The safest and easiest answer, one implying utter faith in the Master, is that 
Beethoven knew what he was about, that the choral movement, far from being 
an accident or a gigantic artistic blunder, was the one and only solution of the 
emotional and symphonic issues raised by the first three movements. We know 
that he cast aside a tentatively sketched instrumental finale, later utilizing the 
discarded material in the A minor Quartet, Op. 132. We also know that Czerny 
affirmed bluntly that Beethoven expressed dissatisfaction with the choral device 
after the premiere and resolved to substitute a purely orchestral finale. But 
Beethoven was forever discarding and rejecting and revising. The rejection of 
a sketch proves little. And as for Czerny’s statement, Schindler flatly and 
conclusively refuted it. 

The scholarly alignment over the crucial issue of the finale has been for¬ 
midable. As recendy as Mar. 29, 1929, Philip Hale left Symphony Hall in 
Boston a confirmed dissenter. “Better to leave the hall with the memory of the 
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Adagio,” he wrote, “than to depart with the vocal hurry-scurry and shouting of 
the finale measures assailing ears and nerves.” 

Beethoven had so pitilessly handicapped the singers, Hale avowed, that they 
sounded like “an irritated kennel.” Assuredly it was no sacrilege, he went on, 
to view the finale as a let-down from the sublimities of the earlier sections. 
“There is more frenzied joy in the Scherzo; greater world-embracing humanity, 
a loftier, nobler spirit in the Adagio,” he declared. Besides, the Theme of Joy 
itself was “not one of Beethoven’s most fortunate inventions.” It might be 
pointed out here that this particular “invention” of Beethoven cost him over 
two hundred trial sketches before he hit upon the melodic sequence that would 
best suit his purpose, his aim being a self-developing idea of exultant joy 
capable of ramifying to sublime breadth and power. Tovey, Grove, and Wagner 
agree in recognizing it as a great theme, Grove stating that a “nobler and more 
enduring tune does not exist” and Wagner going into raptures over its pure 
and lasting humanity” as Beethoven treats it. 

Professor Tovey solved the problem of whether to regard the finale as the 
“crime or crown” of the whole symphony, by the simple logic of deduction: 
“There is no part of Beethoven’s Choral Symphony which does not become 
the clearer to us for assuming that the choral finale is right; and there is hardly 
a point that does not become difficult and obscure as soon as we fall into the 
habit which assumes that the choral finale is wrong.” 

Proceeding on this premise, then, it is erroneous (1) to regard the finale as a 
blunder and detach it from the other three movements; (2) to accept the finale 
as an accident, sublime in itself, but alien to the work as a whole, in short, to 
consider the Ninth Symphony as music’s supreme hybrid and not be unduly 
upset over the fact; and (3) to conclude that an instrumental finale would have 
fitted Beethoven’s scheme better. 

Assuming, accordingly, that the choral finale is right, does it signify a 
programmatic content in the other three movements? Grove thought not, 
taking the position that the symphony has no meaning other than its musical 
one. The train of thought and feeling developed in the “Ode to Joy” could be 
followed, he believed, without any attempt to reconcile it with the emotional 
trend of the Allegro, Scherzo, and Adagio. 

Lawrence Gilman was stung to vehement rebuttal by this “shocking exhibi¬ 
tion of esthetic irresponsibility.” With true esthetic valor, he flouted the blithe 
assumption that a supposedly organic work of art could be built of irrecon¬ 
cilable parts as an “amazingly frivolous thesis.” Gilman flady rejected the idea 
of a symphonic mongrel, “three-fourths absolute music and one-fourth cantata. 
Like Wagner and Tovey, he sought a unifying poetic line, a “spiritual cord, 
which threads it, in Shankara’s phrase, like the string in a chain of pearls. 
Briefly, a vision of life. In this vision, “fatefulness and transport, wild humor, 


THE CONCERT COMPANION 


48 

and superterrestrial beauty, mystery and exaltation, tragical despair and shout¬ 
ing among the stars” blended powerfully. 

A more concrete program than that has been assigned to the symphony, of 
which Marion M. Scott’s version is the tersest: the first movement is Destiny 
and the “inexorable order of the universe”; the second, physical exuberance and 
energy; the third, Love; the fourth, Joy, which was to Beethoven what Charity 
was to St Paul, “the one thing without which all else was incomplete.” 

This would bear out Professor Tovey’s thesis that the Ninth Symphony, 
considered as a dramatic unit, is virtually “a search for a theme on which the 
mind could rest as a final solution of typical human doubts and difficulties.” 
This theme was that of the choral “Ode to Joy.” The transition from the instru- 
mental to the choral is dramatic, though the shift is by no means abrupt. 
Beethoven employs a bridge passage that is the essence of drama. He surveys 
the past and eyes the magnificent future. Scott says (Master Musician Series): 

With fiercely clamoring cellos and basses, Beethoven reviews and dismisses each 
movement in turn; then comes the earliest glimpse of the new order, a fore¬ 
shadowing of the great tune which is to be the theme of the finale. This first reveals 
itself in the cellos and basses, then gradually shines out in full beauty in the 
orchestra; the realization, when it comes, is a moment to live for. 

The weird and resdess clamor returns and is silenced only by the baritone’s 
rebuke: “O, friends, friends, not these sounds! Let us sing something more 
pleasant, more full of gladness.” And the chorus swings into action with the first 
three verses from Schiller’s Ode. The baritone has certainly given a clue to the 
nature of the emotional transition that would be revealing if the music itself did 
not fully convey the change. The introductory words are not Schiller’s. Beethoven 
intended the dramatic contrast to strike home at once. Surely, the need for 
words in the finale argues a “content” in the earlier movements, lending itself 
to programmatic analysis. Wagner, always a daring pioneer in exploring the 
uncharted programs of great symphonic music, felt it did and arrived at a 
highly plausible reading of Beethoven’s “vision of life.” It follows: 

I. A struggle, conceived in the greatest grandeur, of the soul contending for 
happiness against the oppression of that inimical power which places itself between 
us and the joys of earth, appears to be the basis of the first movement. The great 
principal theme, which at the very beginning, issues forth bare and mighty, as it 
were, from a mysteriously hiding veil, might be transcribed, not altogether in- 
appropriately to the meaning of the whole tone poem, in Goethe’s words: “Re¬ 
nounce, thou must—renounce!” 

II. Wild delight seizes us at once with the first rhythms of this second move- 
ment. It is a new world which we enter, one in which we are carried away to dizzy 
intoxication. With the abrupt entrance of the middle part there is suddenly dis¬ 
closed to us a scene of worldly joy and happy contentment. A certain sturdy cheer- 
fulness seems to address itself to us in the simple, oft-repeated theme. 
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III. How differently these tones speak to our hearts! How pure, how celes¬ 
tially soothing they are as they melt the defiance, the wild impulse of the soul 
harassed by despair into a soft, melancholy feeling! It is as if memory awoke within 
us—the memory of an early enjoyed, purest happiness. With this recollection a 
sweet longing, too, comes over us, which is expressed so beautifully in the second 
theme of the movement. 

IV. A harsh outcry begins the transition from the third to the fourth move¬ 
ments, a cry of disappointment at not attaining the contentment so earnestly 
sought. Then, with the beginning of the Ode, we hear clearly expressed what 
must appear to the anxious seeker for happiness as the highest lasting pleasure. 

Schiller’s Ode had long dominated Beethoven’s thoughts, both as expressing 
his own ideas of human brotherhood and as a suitable text for musical setting. 
At various times during a period of roughly thirty years, he entertained the idea 
of rendering the exultant verses into music. The history of Beethoven’s contact 
with this hymn, together with a study of its full import, is a further guide to 
an understanding of the Ninth Symphony, though biographers like Thayer 
dismiss as “fantastic” the theory that Beethoven conceived the work “ab initio 
as a celebration of joy.” 

As early as 1793 we find a record of Beethoven’s having announced plans to 
set Schiller’s poem. It occurs in a letter written to Charlotte von Schiller by 
Fischenich, a worthy burgher of Bonn, Beethoven’s birthplace. “I am enclosing 
with this a setting of the ‘Feuerfarbe,’” he writes, “on which I should like to 
have your opinion. It is by a young man of this place whose musical talents are 
un iversally praised and whom the elector has sent to Haydn in Vienna. He 
proposes also to compose Schiller’s Treude,’ and indeed strophe by strophe.” 
Haydn’s new pupil was the twenty-three-year-old Beethoven. It took him three 
decades to carry out the plan he had divulged to his fellow townsman regarding 
Schiller’s poem, and then by no means “strophe by strophe.” His sketchbooks 
show occasional tinkering with the idea in 1798 and 1811. For a while he 
thought of setting the verses as a concert aria and even of introducing the words 
as sung interludes in an overture. In 1822, while developing some already begun 
sketches of the D minor Symphony, he made a free outline of the choral 
movement, using Schiller’s Ode as text. 

In devising the choral finale as the logical outgrowth of his symphony, 
Beethoven was naturally confronted with an artistic problem all the more 
staggering because utterly unprecedented—that of making such a movement 
fit one of the longest and most elaborate symphonic spans in music. Schindler 
writes: 

When he reached the development of the fourth movement, there began a 
struggle such as is seldom seen. The object was to find a proper manner of intro- 
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ducing Schiller’s Ode. One day on entering the room he exclaimed, “I have it! 
I have it!” With that he showed me the sketchbook bearing the words “Let us 
sing the song of the immortal Schiller, ‘An die Freude.’ ” 

Reasons of unity and time forced Beethoven to employ in all only one-third 
of the ninety-six lines making up Schiller’s “An die Freude” poem, and those 
in freely rearranged order. Grove was sure Beethoven had omitted some of the 
lines because of their “bad taste,” though Schiller’s indiscretion amounts to 
nothing more gauche than a few lines about wine drinking. Since Beethoven 
knew the whole ode by heart and it had come to have a poetic and spiritual 
influence upon him as an unbroken unit, it may help to oudine the poem 
stanza by stanza as the romantic German poet wrote it. Incidentally, Schiller 
was twenty-five when he wrote it as a kind of tribute to his friendship with 
Christian Gottfried Korner. The ode was designed to be sung by friends 
“around the festive board,” the chorus, in the style of Greek drama, repeating 
and commenting upon the sentiments expressed. 

Each of the eight twelve-line stanzas contains a four-line chorus. Stanza I 
shows how joy makes all men brothers; Stanza II invites all those capable of 
love and friendship to join the circle; Stanza III states that all living creatures 
are capable of joy; Stanza IV describes joy as the controlling force in the 
universe, not merely in a material way, but in the intellectual, moral, and 
religious sense too, as taken up in Stanza V. The remainder of the poem 
reviews the effects of joy, proving in Stanza VI that by making men generous, 
helpful, and forgiving it makes them gods, in Stanza VII that it lifts social 
intercourse to higher levels, where our thoughts confront the “Good Spirit,” 
and in Stanza VIII that joy makes for noble feeling and action. Finally, the 
chorus swears, “by this golden wine,” to live by this definition of joy. 

By one of those puzzling reversals so typical of Beethoven’s career, the D 
minor, though bought and paid for a London Philharmonic premiere, was first 
produced in Vienna where it was tumultuously received. The place was the 
Karnthnerthortheater; the date May 7,1824. The Gesselschaft der Musikfreunde, 
when offered the work, had turned it down as too great a financial risk. 
Beethoven then thought of Berlin as a suitable locale for the premiere. But 
Viennese patrons and friends prevailed on his civic pride to bestow the honor 
on his own beloved Vienna, their main argument being that shame and 
humiliation would reflect on one and all if the premiere occurred elsewhere. 

When the work was given in London the following year, mention was duly 
made of the original commission. In fact, the manuscript copy owned by the 
London Philharmonic Society makes no bones about its having been “composed 
for the Philharmonic Society in London.” Actually, the score bears a dedication 
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to Friedrich Wilhelm III of Prussia, who acknowledged receipt of it by sending 
Beethoven an alleged diamond ring that was found to encase not a diamond 
but a cheap “reddish stone” which Beethoven wrathfully disposed of at the 
nearest jeweler. Efforts have been made to clear the Prussian ruler of practical 
joking, on the suspicion that the gems were surreptitiously changed en route. 

The choral text follows, accompanied by Natalie Macfarren’s translation 
(Novello & Co.): 

Baritone: —O Freunde, nicht diese Tone! Sondern lasst uns angenehmere 
anstimmen, und freudenvollere. (O friends, no more these sounds continue! Let us 
raise a song of sympathy, of gladness. O joy, let us praise thee!) 


Quartet, and Chorus] 

Praise to Joy, the God-descended 
Daughter of Elysium! 

Ray of mirth and rapture blended. 
Goddess, to thy shrine we come. 

By thy magic is united 

What stem Custom parted wide, 

All mankind are brothers plighted 
Where thy gentle wings abide. 

Ye to whom the boon is measured. 
Friend to be of faithful friend, 

Who a wife has won and treasured. 

To our strain your voices lend! 

Yea, if any hold in keeping 
Only one heart all his own, 

Let him join us, or else weeping, 

Steal from out our midst, unknown. 
Draughts of joy, from cup o’erflowing, 
Bounteous Nature freely gives 
Grace to just and unjust showing, 
Blessing everything that lives. 

Wine she gave to us and kisses, 

Loyal friend on life’s steep road, 
E’en the worm can feel life’s blisses, 
And the Seraph dwells with God. 


[Baritone Solo, 

Freude, schoner Gotterfunken, 

Tochter aus Elysium, 

Wir betreten feuer-trunken, 

Himmlische, dein Heiligthuml 
Deine Zauber binden wieder, 

Was die Mode streng getheilt; 

Alle Menschen werden Briider, 

Wo dein sanfter Fliigel weilt. 

Wem der grosse Wurf gelungen, 

Eines Freundes Freund zu sein, 

Wer ein holdes Weib errungen, 

Mische seinen Jubel ein! 

Ja, wer auch nur eine Seele 

Sein nennt auf dem Erdenrund! 

Und wer’s nie gekonnt, der stehle 
Weinend such aus diesem Bund! 

Freude trinken alle Wesen 
An den Brusten der Natur; 

Alle Guten, alle Bosen 
Folgen ihrer Rosenspur. 

Kiisse gab sie uns und Reben, 

Einen Freund, gepruft im Tod; 

Wollust ward dem Wurm gegeben, 

Und der Cherub steht vor Gott. 

[Tenor Solo 

Froh, wie seine Sonnen fliegen 

Durch des Himmels pracht’gen Plan, 
Laufet, Briider, eure Bahn, 

Freudig, wie ein Held zum Siegen. 

Freude, schoner Gotterfunken, 

Tochter aus Elysium, 

Wir betreten feuer-trunken, 

Himmlische, dein Heiligthuml 
Deine Zauber binden wieder, 

Was die Mode streng getheilt; 

Alle Menschen werden Briider, 

Wo dein sanfter Fliigel weilt. 


and Chorus] 

Glad as the suns His will sent plying 
Through the vast abyss of space. 
Brothers, run your joyous race. 
Hero-like to conquest flying. 

Praise to Joy, the God-descended 
Daughter of Elysium! 

Ray of mirth and rapture blended. 
Goddess, to thy shrine we come. 
By thy magic is united 

What stern Custom parted wide. 
All mankind are brothers plighted 
Where thy gentle wings abide. 
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[Chorus] 

Seid umschlungen Millionen! 

Diesen Kuss der ganzen Welt! 

Briider iiber’m Sternenzelt 
Muss ein lieber Vater wohnen. 

Ihr sturzt nieder, Millionen? 

Ahnest du den Schopfer, Welt? 

Such’ ihn iiber’m Sternenzelt! 
fiber Sternen muss er wohnen. 

[Chorus] 

“Freude, schoner Gotterfunken, 

Tochter aus Elysium,” etc. 

[and] 

“Seid umschlungen, Millionen! 

Diesen Kuss der ganzen Welt,” etc. 

Ihr sturzt nieder, Millionen, 

Ahnest du den Schopfer, Welt? 

Such’ ihn iiber’m Sternenzelt! 

Briider! Briider! 

Uber’m Sternenzelt 
Muss ein lieber Vater wohnen. 

[Chorus] 

Freude, Tochter aus Elysium, Joy, thou daughter of Elysium, 

Deine Zauber binden wieder, By thy magic is united 

Was die Mode streng getheilt; What stern Custom parted wide. 

Alle Menschen werden Briider, All mankind are brothers plighted 

Wo dein sanfter Fliigel weilt. Where thy gentle wings abide. 

[Quartet and Chorus] 

“Seid umschlungen, Millionen!” etc. “0 ye millions, I embrace ye!” etc. 

L. B. 

Concerto for Piano and Orchestra in C major. No. 1, 

Op. 15 

I. Allegro con brio. II. Largo. III. Rondo: Allegro scherzando. 

Altogether, Beethoven composed seven piano concertos, or, perhaps, six and 
a third, since only the first movement of one such work survives. Five of them, 
however, are in the active repertory, though the second is infrequently played. 

The C major, No. 1, was written, it is said, in 1797, some two years after the 
B flat major, which is commonly known as the second. An error in the 
publication of the two concertos brought about the inconsistent numbering. 
The C major was first performed, according to Bekker, in Vienna, on Apr. 2, 
1800, when Beethoven also introduced the First Symphony. 

Before either of these two concertos, though, Beethoven had delivered himself 
of another, in E flat, at the tender age of fourteen. The manuscript, thirty-two 
pages long, shows a complete solo part with the orchestral introduction, as well 


“Praise to Joy, the God-descended 
Daughter of Elysium,” etc. 

[and] 

“O ye millions, I embrace ye! 

With a kiss for all the world!” etc. 
O ye millions, kneel before Him, 
World, dost feel thy Maker near? 
Seek Him o’er yon starry sphere, 
Brothers! Brothers! 

O’er the stars enthroned, adore Him! 


O ye millions, I embrace ye, 

With a kiss for all the world! 
Brothers, o’er yon starry sphere 
Surely dwells a loving Father. 

O ye millions, kneel before Him, 
World, dost feel thy Maker near? 
Seek Him o’er yon starry sphere. 
O’er the stars enthroned, adore Him! 
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is interludes, in piano transcription. Thayer is o£ the opinion that Beethoven 
scored the work originally for small orchestra, consisting of strings, flutes, and 
iorns. For a long time it remained unknown. In 1865 Thayer, quoting the 
themes, included it in his catalogue of Beethoven’s works, and Guido Adler 
Dffered an edition of the music, which was published in 1888. 

The other attempt at the form, which immediately precedes any of the five 
established concertos, is that in the key of D, and here we call again on Thayer, 
who advances the theory that it was composed between Beethoven’s eighteenth 
and twenty-third year. Of this, only the first movement exists. 

The C major Concerto opens with a brilliant orchestral utterance, offering 
the first two themes on which it dwells for some time, prior to the entrance of 
the solo instrument. Written in the period of Beethoven’s Mozart-Haydn con¬ 
sciousness, it shows strongly the influence of both men. Yet in the middle of the 
movement a new power asserts itself, that of Beethoven, who appears to be 
tearing himself loose from the old moorings. 

The second movement again bows in the general direction of Mozart with 
its graceful melody, given principally to the piano. A clarinet takes the lead 
occasionally, and the piano part weaves about it in delicate ornamentation. 

The third movement is a Rondo, leaning to the Haydnesque, not only as to 
choice of form, but also with respect to the joyous spirit of the music. 

R. C. B. 

The B flat Piano Concerto, No. 2, Op. 19, actually the first in date of 
composition, was probably completed in March, 1795. It was revised for the 
performance in Prague of 1798. Beethoven, however, was never satisfied with it. 
With refreshing candor he wrote to the publisher Hofmeister in 1801: “I value 
the concerto at only ten ducats, because, as I have already written, I do not give 
it out as one of my best.” Though many might haggle over the price, analysts 
and concert pianists have agreed with him. “Beethoven was perfectly right, 
the English biographer Marion M; Scott commented dryly, the Concerto, 
though elegant, is indeterminate. Its best touches are never made fully effective 
—as, for example, the transition from C major ff to D flat pp at bars 39 to 43 
in the first movement.” 

Concerto for Piano and Orchestra in C minor, No. 3, 
Op. 37 

I. Allegro con brio. II. Largo. III. Rondo: Allegro. 

April 5, 1803, was a hectic day for a young man in Vienna named Ludwig 
van Beethoven. A concert of his music was scheduled for that evening at the 
Theater an der Wien. Among the works billed were a First and Second 
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Symphony, an Oratorio, and a Piano Concerto in C minor. The soloist was to 
be himself. Parts of the Concerto and Oratorio were still unwritten. Many 
passages looked like hieroglyphic symbols. A rehearsal was to begin at eight 
and continue till long past noon. So that the Gargantuan program might end 
before midnight, the concert was to start at six. Prices had been doubled and 
tripled, and grumblings were already heard from the Viennese public. 

It is not known whether Beethoven slept on the night of Apr. 4. At five the 
following morning his friend and pupil, Ferdinand Ries, found him in bed 
writing out the trombone parts of the Oratorio. The solo passages of the Con¬ 
certo were indicated by empty spaces or strange scrawlings. Beethoven made 
some speedy additions to the scores and left with Ries for the rehearsal. “It was 
terrible,” says Ries. So terrible that Beethoven despaired of the concert’s going 
through without mishap. In the midst of the arduous rehearsing the men grew 
hungry and sullen. Prince Charles Lichnowsky, who was present, saved the day 
by sending out for bread, cold meat, and wine, and inviting the musicians to 
* partake. They did, avidly, and their mood brightened. The rest of the rehearsal 
went better. At 2:30, after six and a half grueling hours, they adjourned till 
early evening. 

At the concert the Ritter (Knight) von Seyfried turned the pages for 
Beethoven in the Concerto. It was then and long remained a practice for concert 
pianists to play with the music before them. But Beethoven’s manuscript was 
almost bare of notes. The few markings were signs recognizable to Beethoven 
alone. The tided page turner has left an account of his plight: 

I saw almost nothing but empty leaves; at the most here and there a few 
Egyptian hieroglyphics, wholly unintelligible to me, scribbled down to serve as 
clues for him. He played nearly all the solo part from memory. As was often the 
case, he had not had time to put it all on paper. Whenever he reached the end of 
an “invisible” passage, he gave me a secret nod. My evident anxiety not to miss 
the decisive moment amused him gready. 

Whatever the cause, the public was far from impressed by the new concerto. 
Even the Oratorio Ghristm in Oelberg was coolly received. But just as the 
rehearsal was saved from a fiasco by the timely appearance of food, the concert 
and its irritations were promptly forgotten at a late supper described by the 
Ritter von Seyfried as “jovial.” If Beethoven could “laugh heartily” at the 
memory of the Ritter’s distress while turning empty pages, he was taking the 
whole dismal affair like a sport. No doubt the 1,800 gulden he netted from the 
concert helped cheer him up when the niggardly notices appeared. The Vien¬ 
nese press either dismissed the concert Hghdy or groused about the raised 
admission prices. 

Ries was the soloist at the Concerto’s second performance, which occurred at 
the Augarten in Vienna late in July the following year. Beethoven conducted. 
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Ries wrote out a cadenza which met with the composer’s approval; but while 
rehearsing, muffed some notes in a knotty passage. Beethoven urged him to 
write an easier one. Ries did, though he was thoroughly peeved about it. At the 
concert Beethoven sat down just as his friend was about to begin the cadenza. 
Ries tells what happened next: 

“I could not prevail on myself to choose the easier passage, and when I boldly 
began the harder one Beethoven gave a tremendous jerk with his chair. 
However, it all went well, and delighted him so that he cried ‘Bravo’^ loudly. 
This pleased the audience, and gave me at once a position as an artist.” When 
composer and soloist met after the concert Beethoven again congratulated Ries, 
who was a star pupil of his. But he added sternly: “How obstinate you are! 

If you had failed in that passage, I would never have given you a lesson again.” 

The C ™iiw Concerto marks a stage in Beethoven’s development midway 
between a style broadly influenced by Mozart and one more distinctly his own. 
The opening theme of the first movement (Allegro con brio, C minor, 4/4), 
first announced by unison strings, is stricdy Beethovenish. The second subject 
(E flat major), appearing first in clarinets and first violins, bears a strong 
Mozartean flavor. Unlike Beethoven’s later concertos, the slow movement 
(Largo, E major, 3/8) does not flow into the finale without a break. The rich 
development of the broad melody which is its base is without parallel in 
concerto literature. The finale, in masterly rondo form (Allegro, C minor 2/4), 
contains an enharmonic change in the solo writing that foreshadows the style 
o£ a much later Beethoven. 

In all, three noblemen, two of them princes, are variously associated with the 
C minor Concerto: Prince Lichnowsky, who fed the orchestra at rehearsal, the 
Ritter von Seyfried, who turned pages of “invisible” writing, and Prince Louis 
Ferdinand of Prussia, to whom the work is dedicated. B _ 

Concerto for Piano and Orchestra in G major. No. 4 , 

Op. 58 

I. Allegro moderato. II. Andante con moto. III. Rondo: Vivace. 

Dedicated to the Archduke Rudolph of Austria, this Concerto had its first 
public performance in the Theater an der Wien, Vienna, on Dec. 22, 1808. 
The program on that memorable—in more ways than one—occasion was all- 
Beethoven. The list offered, besides the Concerto, “A symphony entitled 
Recollections of Life in the Country, in F major, No. 5”— (obviously the 
Pastoral with the wrong numbering); an Aria, ‘ Ah, perfido, delivered by 
Josephine Kilitzky; Hymn with soloists and chorus; Grand Symphony in C 
minor. No. 6—(again wrong numbering); the Sanctus from the Mass in C 
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major; Fantasia for Pianoforte Solo; Fantasia for Pianoforte “into which the 
full orchestra enters little by little, and at the end the chorus joins in the Finale.” 

The Josephine Kilitzky mentioned as singer of “Ah, perfido,” by the way, 
got her opportunity after two others had rejected the engagement—Anna 
Pauline Milder, because Beethoven had referred to her betrothed as “a stupid 
ass,” and Antonia Campi, because her husband resented the fact that she had 
not been approached first. Mme. Campi, we are told, was an extremely capable 
artist with a beautiful voice and seventeen children, among them one set of 
triplets and four pairs of twins! 

The Kilitzky girl, scared stiff, could barely sing a note. As one auditor put it, 
“That the beautiful child trembled more than she sang was to be laid to the 
terrible cold; for we shivered in the boxes, although wrapped in furs and 
cloaks.” However, subsequent reports on her capabilities are all to the compli¬ 
mentary. She sang for many years, and often and well, no matter—one surmises 
—whether the mercury was up or down. 

The opinion of early nineteenth-century critics is divided on the subject of 
Beethoven's powers as pianist. J. B. Cramer, an eminent performer himself, 
said of him, “All in all, Beethoven was, if not the greatest, certainly one of the 
greatest and most admirable pianists I have ever heard.” But Ludwig Spohr 
balanced the scale after hearing Beethoven play. He said: 

It was by no means an enjoyment, for, in the first place, the piano was woefully 
out of tune, which, however, troubled Beethoven little, for he could hear nothing 
of it; and, secondly, of the former so much admired excellence of the virtuoso 
scarcely anything was left, in consequence of his total deafness. In the forte the 
poor deaf man hammered in such a way upon the keys that entire groups of notes 
were inaudible, so that one lost entire intelligence of the subject, unless the eye 
followed the score at the same time. I felt moved with the deepest sorrow at so 
hard a destiny. 

Yet Reichardt, who was present at the first hearing of the G major Concerto, 
wrote, “He played . . . with astounding cleverness and in the fastest possible 
tempi. The Adagio, a masterly movement of beautifully developed song, he 
sang on his instrument with a profound melancholy that thrilled me.” It may 
be pointed out that certain others found Beethoven’s playing good only in the 
slower movements and that he was otherwise considered a violent performer. 

The G major Concerto lay neglected for a considerable period, while its 
mates the C minor, No. 3, and the Emperor took all the honors. It was 
Mendelssohn who saved it, possibly, from oblivion, and his revival of the work 
at the Leipzig Gewandhaus in 1836, stirred Schumann into writing, “I have 
received a pleasure from it such as I have never enjoyed, and I sat in my place 
without moving a muscle or even breathing—afraid of making the least noise.” 

Beethoven wrote three cadenzas for this Concerto, two for the first movement 
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and another for the Rondo. Over the one with the difficult double trills (first 
movement) he wrote “Cadenza (met senza cadere)” 

At the beginning of the first movement (Allegro moderato, G major, 4/4) 
Beethoven flies in the face of tradition by giving the opening phrase to the 
piano alone, whereupon the orchestra enters. For the rest of the movement the 
procedure is orthodox enough. 

The second movement (Andante con moto, E minor, 2/4) is one of the most 
famous in the literature of the concerto. Its instrumental dialogue has been thus 
described by William Foster Apthorp: 

The strings of the orchestra keep repeating a forbidding figure of strongly 
marked rhythm in staccato octaves; this figure continues at intervals in stern, un¬ 
changing forte through about half the movement and then gradually dies away. 
In the intervals of this harsh theme the pianoforte, as it were, improvises little 
scraps of the tenderest, sweetest harmony and melody, rising for a moment into 
the wildest frenzied exultation after its enemy, the orchestra, has been silenced by 
its soft pleading, then falling back into hushed sadness as the orchestra comes in 
once more with a whispered recollection of its once so cruel phrase, saying as 
plainly as an orchestra can say it, “The rest is silence!” 

This Andante has been compared to Orpheus taming the wild beasts with 
his music. Says Tovey: 

The orchestra does not imitate wild beasts, and the pianoforte does not imitate 
a lyre or a singer. But the orchestra (consisting of the strings alone) is entirely 
in octaves, without a vestige of harmony, so long as it remains stubborn and rough 
in its share of the dialogue with the quiet, veiled tones of the solo. 

The finale (Rondo: Vivace, G major, 2/4), succeeding the Andante without 
a pause, opens pianissimo, its lively first theme given out by the strings. The 
second subject is announced in due course by the piano. This movement is 
especially noteworthy for the scale of its “enormous coda.” R _ c B _ 


Concerto for Piano and Orchestra in E flat major. No. 5 
("Emperor”), Op. 73 

I. Allegro. II. Adagio un poco moto. III. Rondo: Allegro. 

There is slight irony in the fact that Beethoven’s fifth piano concerto bears the 
tide Emperor. Beethoven wrote it in Vienna in 1809 while the city was occupied 
by Napoleon’s troops. Along with other Viennese he suffered the usual restric¬ 
tions imposed by an army of occupation. His resentment against the self¬ 
elevated despot mounted. He probably remembered how his early admiration 
prompted him to dedicate his Eroica Symphony to Napoleon. And how he had 



THE CONCERT COMPANION 


58 

angrily ripped the dedication page from the score when the ambitious “man of 
the people” had proclaimed himself “Emperor” in 1804. “This man will trample 
the rights of men underfoot to indulge his ambition and become a greater 
tyrant than any other,” he raged to his young friend and pupil, Ferdinand Ries. 

But the tide Emperor Concerto was not Beethoven’s, just as Jupiter Symphony 
was not Mozart’s idea. Unquestionably, Beethoven would have strongly re¬ 
sented the title, if only out of personal bitterness at the imperial upstart who 
had betrayed his republican beginnings. The way he felt may be gathered from 
a story told ‘about him during the occupation. He was seated in his favorite 
coffee house one day as a French officer passed by. “If I as a general knew as 
much about strategy as I the composer know about counterpoint,” he shouted 
at the officer, shaking his fist, “I would give you something to do!” The widely 
accepted theory regarding the origin of the title is that an early publisher or 
pianist thought it an appropriate term to convey the concerto’s “grand dimen¬ 
sions and intrinsic splendor.” Of course, the dedication on the score published 
in February, 1811, reads “Grand Concerto pour le pianoforte avec accompagne- 
ment de Yorchestre compose et dedie a Son Altesse Imperiale Rouddphe 
Archi-Duc d’Autnche, par L. v. Beethoven Oeuv . 73.” So the early enthusiast 
who so dubbed the concerto may have had an actual “Emperor” in mind, not 
merely a high-sounding term of praise. Yet, Beethoven never called it that, 
any more than he christened his Sonata in C sharp minor the Moonlight Sonata. 

Though completed in 1809, the Concerto apparently collected dust for two 
years before anyone played it. Late in 1811, Friedrich Schneider was soloist in 
the supposed premiere of the work at a concert in Leipzig directed by Johann 
Philipp Christian Schulz. The Allgemeine Musi\ Zeitung of January, 1812. 
carried the following remarks about the new concerto: 

It is without doubt one of the most original, imaginative, most effective but also 
one of the most difficult of all existing concertos. Herr Musikdirector Schneider 
played it with such mastery as could scarcely have been believed possible, and 
this not only in the attention given to facility, clarity, technical certainty, and 
delicacy, but with insight into the spirit and feeling of the work. 

The orchestra, too, with unmistakable respect and love for the composer, ful¬ 
filled every desire in its playing of the work for the solo performer. So it could 
not have been otherwise than that the crowded audience was soon put into such a 
state of enthusiasm that it could hardly content itself with the ordinary expressions 
of recognition and enjoyment. 

Its first performance in Vienna on Feb. 12,1812, with Karl Czerny as soloist, 
somehow failed to work the audience up to “such a state of enthusiasm” that 
it had to resort to exceptional “expressions of recognition and enjoyment.” 
But then the whole occasion was slighdy on the eccentric side. A Charitable 
Society of Noble Ladies had put on a combined concert and art exhibit. 
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“Represented” were three pictures, after Raphael, Poussin, and Toryes, as 
Goethe describes them in his Elective Affinities.” A vast array of sopranos, 
tenors, violinists, and pianists, was listed. Thayer, in his biography of Beetho¬ 
ven, haughtily dismisses “the trills of Miss Sessi and Mr. Siboni as appropriate 
to the occasion and the audience.” 

Theodor Korner, then visiting Vienna, makes the remark in a letter written 
home on Feb. 15 that “a new concerto by Beethoven for the pianoforte did not 
succeed.” The Thalia attributed the failure to the refusal of the “proud and 
overconfident” Beethoven to write down to the crowd. “He can ba understood 
and appreciated only by connoisseurs,” it declared, “and one cannot reckon on 
their being in a majority at such an affair.” The majority evidently was more 
interested in the trio of tableaux “as described in Goethe s Elective Affinities .^ 
The set consisted of “The Queen of Sheba Doing Homage to King Solomon,” 
“Esther Fainting before King Ahasuerus,” and The Arrest of Haman by 
Command of Ahasuerus in the Presence of Esther.” The edifying spectacle 
caused such a flurry among the members of the Charitable Society of Noble 
Ladies that each of the tableaux had to be repeated. The Emperor Concerto 
must have seemed pretty tame stuff by comparison! 

The Emperor Concerto opens with the full orchestra vigorously sounding a 
tonic chord of E flat. There follows a cadenza for the solo instrument in 
rhapsodic vein, broken into by fortissimo chords. A short transitional passage 
introduces the first violins in the chief theme, later taken up by clarinets. A 
pianissimo section, in E flat minor, brings in the second theme, also on the 
strings, which pass it on to the horns several measures later. 

The piano reenters the scheme with an extended treatment of the first and 
second subjects. When the piano takes up the second theme it is in B minor, 
with pizzicato supports from the strings. The orchestra then intones the theme, 
forte. There is development, largely centering in the first theme, and a mighty 
crescendo leads to the pause and cadenza. Here Beethoven breaks with the 
custom of the time, expressly forbidding any impromptu virtuosity on the part 
of the soloist. "Non si fa una cadenza’,' he enjoins, "ma s’attacca subito il se- 
quente” (“Don’t make a cadenza here, but attack what follows immediately.”) 
The orchestra accompanies the latter section of Beethoven s cadenza. 

The main part of the second movement (Adagio un poco moto, B major, 
4/4) is a sequence of “quasi-variadons” (as Sir George Grove described them) 
on the hymnlike melody first announced by the strings, with the violins muted. 
A second subject, in pensive mood, is brought in sofdy by the piano. With the 
piano first throwing out a thematic hint of the chief subject of the Rondo to 
come, the Adagio movement bridges over into the finale (Allegro, E flat major, 
6/8) without a break. Both themes of the Rondo are stated and fully ex¬ 
pounded by the solo instrument. The movement has been called the most 
spacious and triumphant of concerto rondos.” Toward the end of the coda 



6o 


THE CONCERT COMPANION 


occurs a famous passage in which the kettledrums, marking the rhythm of the 
first subject pianissimo, accompany the piano’s diminuendo chords in a long 
descent. 

L. B. 

Concerto for Violin and Orchestra in D major, Op. 61 

I. Allegro ma non troppo. II. Larghetto. III. Finale: Rondo. 

Dating from a particularly productive period in Beethoven’s career, the 
Concerto was written for Franz Clement, who introduced it at the Theater an 
der Wien, Vienna, on Dec. 23, 1806. Also produced in that period were the 
opera Fideho, the Leonore Overtures, the three Rasoumows\y Quartets, the 
G major Piano Concerto, and the Fourth and Fifth Symphonies. It may be 
interesting to note that the Concerto was far from completed when Clement 
called his rehearsal, so the violinist played it at sight at the concert. 

Franz Clement was a magnificent violinist, according to ear witnesses. He 
possessed a virtuoso technic, besides “great refinement and elegance” (in his 
playing, one presumes). Yet he was not averse to occasional little sallies into 
boastful display. At the same concert he performed a work—either a fantasia 
or a set of variations, the authorities are not exacdy sure which—with the violin 
upside downl 

Be that as it may, the Concerto was enthusiastically received, as the saying is, 
and a good deal of the applause surely went to Clement’s performance of it. 
It is generally believed that the work, as we know it today, differs materially 
from the version played at its premiere. The manuscript is now in the possession 
of the Vienna Library—or it was, up to advices just pre-Anschluss—and it 
shows a great number of corrections in ink, in pencil, and in red chalk, all in 
Beethoven s hand. A few of them may have been suggested by Clement after 
his memorable performance. The present work, corrections and all, was pub¬ 
lished in 1809, with a dedication “a son Ami Monsieur de Breuning, Secretaire 
Auhque au Service de sa Majeste I’Empereur d’Autricke par Louis van 
Beethoven 

As has been pointed out above, the audience did like the work, but there 
were several conservatives present who did a mite of carping, as conservatives 
will. For example, Johann Nepomuk Moser wrote of it: 

The judgment of connoisseurs is unanimous; its many beauties must be con¬ 
ceded, but it must also be acknowledged that the continuity is often completely 
broken and that the endless repetitions of certain commonplace passages may 
easily become tedious to the listener. It is to be said that Beethoven might employ 
his indubitable [no less!] talents more fittingly by giving us such works as the 
first symphonies in C and D, the charming Septet in E flat, the ingenious Quintet 
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in D major, and more of his earlier compositions, which will always place him 
in the front rank of composers. It is to be feared, at the same time, that 
Beethoven continues upon this path he and the public will fare badly. 

There were other malcontents at that introductory performance. Some of 
them were bothered no end with Beethoven’s use of the kettledrum and one 
wit quipped, so slyly: “A Concerto for the Kettledrum. 

Conversely, Paul Bekker regarded the work as eminently suited to thetvuAin. 

He says of the Larghetto: j 

As in the G major Pianoforte Concerto, Beethoven makes the slow movement 
of his Vi »Hn Concerto a kind of imaginative dialogue in the manner ofi«mpm*v 
s at in n . The climax is reached in a violin melody of enchantingqbgautM 
spirituality, whence the orchestra suddenly brings us back to, StfSLd^nBbiWf] 
cheerful, somewhat lengthy, but forceful closing Rondo. llsnoigioDO t briB ario 

It U a matter o£ history that Beethoveo had a work 

in mind as earlv as 1788, when he partially wrote a 

irL; «12uy liw in £ library o£ 
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^iolixi trieiody of enchanting beauty and spirituality, whence the orchestra sud- 

11 Y brings us back to earth and to the cheerful, somewhat lengthy, but forceful 
closing Rondo. 
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faculty.” Tovey, moreover, is convinced that without the triple concerto 
Beethoven “could not have achieved” the Piano Concertos in G and E flat and 
the Violin Concerto. In this sense Op. 56 may even be viewed as “a study for 
these works.” As proof Tovey gives the sombrely reserved melody of the 
Adagio, first given with muted violins, as foreshadowing the E flat Concerto 

in mood and tone color. c< „ 

Concerning the charge of “dullness,” the British savant admitted the severe 
simplicity of the thematic and ornamental material used in the Concerto, but 
shows them to be necessary to Beethoven’s scheme. He felt that the vast archi¬ 
tectural plan adopted by Beethoven could not effectively be “combined with a 
severe study in pure color” if the themes were such “as to attract attention to 
themselves.” In other words, the themes should be considered purely as for¬ 
mulas in an abstract scheme. “In no case of this type will any sensible person 
suppose that the composer’s invention is at fault.” 

In Tovey’s opinion the triple concerto in many ways satisfies the Greek 
ideal of combining simplicity and subdety as the highest quality m art. He 
conceded its “extraordinary” severity. What is required of performers and 
listeners alike is the “fullest recognition of the grand manner in every detail. 

It is thought that Beethoven composed the triple concerto with the Archduke 
Rudolph in mind for the solo piano part. There is only circumstantial evidence 
to support this theory. What makes it plausible is that Rudolph, about sixteen 
at the time, had just become a pupil of Beethoven. The work was sketched in 
the spring of 1805, though reference to it is made in Beethoven s letter of Aug. 
26, 1804, to Breitkopf and Hartel. There he offers it as one of three large works, 
for the munificent sum of 2,000 florins, less than $1,000, with three “new solo 
sonatas” thrown in, apparently, for good measure. The first of the large works 
was the Mount of Olives Oratorio. The second was “a new Grand Symphony. 

It is given the title of “Bonaparte” in the course of the letter and, of course, is 
none other than the Eroica. The third large work is mentioned as a “concer- 
tante for piano, violin, and violoncello and full orchestra. 

Possibly to make the offer as attractive as possible Beethoven points out one 
or two novel features in the “Bonaparte” symphony and the concertante. 
After stating that the symphony will contain “three obbligato horns,” he re¬ 
marks with astonishing casualness, “I think it will interest the musical public. 
As for the triple concerto, Breitkopf and Hartel no doubt readily agreed that 
“a concertante with three such concerting parts is indeed also something new. 
Presently the Ti tan discusses terms, and a less casual note of worldly shrewdness 
creeps into the letter. 

If, as I expect, you agree to the conditions stated for these works, as regards 
their publication, I would give them to you for a fee of 2,000 flonns. I assure you, 
on my honor, that, with regard to certain works, such, for instance, as sonatas, 1 
am a loser, since I get almost sixty ducats for a single solo sonata. 
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Pray, do not think that I boast. Far be it from me to do anything of the sort. 
But in order the quicker to arrange for an edition of my works, I am ready to be a 
loser to some extent. 

The Concerto was published in 1807, the year that also saw the publication 
of the Appassionato. Sonata and the Thirty-two Variations in C minor, though 
little else of Beethoven’s. Its premiere pccurred that summer at the Augarten in 
Vienna. No other performance is recorded until 1830, when Bocklet, Mayseder, 
and Merk, respectively, pianist, violinist, and cellist, joined in a revival of it in 
the Austrian capital. 

For the opening movement of the work, Beethoven adopts the accepted device 
of double exposition, the solo instruments following the orchestra in stating the 
themes. Cellos and basses announce the main Allegro theme (C major, 4/4), 
after which the first violins bring in the flowing second subject, in G. The solo 
voices then discourse the chief theme. The cello takes it up first, followed by 
the violin, and then both suavely make way for the piano. 

In the second movement, marked Largo (A flat major, 3/8), the solo cello 
launches into the cantabile theme after its partial statement by muted violins. 
The piano weaves some embroidery around the theme, while clarinets and 
bassoons restate it. Solo violin and cello promptly join in, and the movement 
soon leads into the Finale (Rondo alia Polacca, C major, 3/4). 

This is based on an unpretentious tune in polonaise style. The solo cello 
tackles it first, then the violin, after which soloists and orchestra enlarge on the 
theme at some length. A rondo in polonaise style was no innovation in 
Beethoven’s time. Others had used it, though it was Chopin of course who gave 
the polonaise tremendous concert appeal through his piano renderings. Beetho¬ 
ven uses the polonaise three times in all: in the Serenade Trio, Op. 8, in a 
piano piece (Op. 89), and in the triple concerto. Tovey sets them apart from 
other polonaises as “eminently aristocratic and charmingly feminine.” 

What has especially intrigued those who accept the Concerto wholeheartedly 
is Beethoven’s adroit way of relating the ingenious trio-writing to the orchestral 
support. Of course, the old concerto-grosso plan promptly suggests itself. The 
American writer Krehbiel went so far as to say that the triple concerto is 
interesting “if for no other reason than that it is a comparatively modern 
exfoliation of the concerto grosso of the Bach period.” 


Overture to “Prometheus,” Op. 43 

Sometime in 1800 Beethoven began to .compose the music for a “heroic and 
allegorical ballet,” Die Geschopfe des Prometheus (The Creatures of Prome¬ 
theus). It was completed early in the following year and, all told, it consisted 
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of sixteen numbers, preceded by an overture. Salvatore Vigano, an Italian 
dancer and choreographer, had provided Beethoven with the scenario and 
dance action. Vigano’s travels once brought him to Madrid where he met and 
married the beautiful Spanish dancer, Maria Medina. A personable chap, 
Vigano was also a bit of a musician, a leaning he may have inherited from 
Boccherini, who was his uncle. When necessary he could also compose the 
music for a divertissement . 

Vigano and wife arrived in Vienna in 1793, and it took only a short time for 
them both to become immensely popular with the art, culture, and court 
crowd. Mme. Medina, in particular, excited much admiration, as might have 
been expected, since the Viennese have ever responded nobly to female pulchri¬ 
tude. She must have been truly outstanding, for it is said the Empress of 
Austria herself felt a pang or two of jealousy at the frequent visits made by 
Francis II to the Hoftheater where the dancer appeared. 

In any case, the ballet was given its first showing at the Hofdieater on 
Mar. 28, 1801. Curtain time was at 6:30 p.m., and the curtain raiser was a 
singspiel, Der Dorfbarbier (The Village Barber), by Johann Schenk, Haydn’s 
teacher. This work had already made an auspicious debut in Vienna some five 
years previously. 

The program of the event carried the following “argument” of the ballet: 

The basis of this allegorical ballet is the fable of Prometheus. The Greek 
philosophers, by whom he was known, allude to him as a lofty soul who drove 
the people of his time from ignorance, refined them by means of science and 
the arts, and gave them manners, customs, and morals. As a result of that con¬ 
ception, two statues which have been brought to life are introduced into this 
ballet, and these, through the power of harmony, are made sensitive to the pas¬ 
sions of human existence. Prometheus leads them to Parnassus, in order that 
Apollo, the god of the arts, may enlighten them. Apollo gives them as teachers 
Amphion, Arion, and Orpheus to instruct them in music, Melpomene to teach 
them tragedy; Thalia, comedy; Terpsichore and Pan, the shepherd’s dance, and 
Bacchus, the heroic dance, of which he was the originator. 

A laconic statement by Beethoven concerning Vigano s part in the pro¬ 
ceedings reveals that he may have expected too much of the choreographer. 
He wrote to the Leipzig publisher Hofmeister on Apr. 22, 1801, I have 
written a ballet, in which, however, the ballet master has not made the best of 
his part.” At any rate, the piano score for Die Geschopfe des Prometheus was 
published by Artaria, of Vienna, in June, 1801, with a dedication to Prince 
Lichnowsky. The orchestral version of the Overture was brought out by 
Hofmeister and Kiihnel in 1804. 

Oddly enough, the music for the finale contains two themes that Beethoven 
utilized in other compositions of his. One of these, in E flat major, ap- 
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pears in a Contretmz . It was also employed as chief subject in the Fifteen 
Variations and Fugue, composed in 1802, and in a similar capacity for the 
Finale of the Eroica Symphony, completed in 1804. 

R« C. B. 

Overture to "Cbriolanus,” Op. 62 

Although Beethoven was familiar with Shakespeare’s tragedy, Coriolanus, 
and had read Plutarch’s Lives, his overture was direcdy inspired by a German 
work Coriolan, written in 1802 by an Austrian official and playwright, 
Heinrich Joseph von Collin. This fact is not highly important. Both Collin and 
Beethoven knew their Shakespeare and Plutarch. Plutarch, in turn, knew his 
Livy. Substantially, the crux of the Coriolanus story is the same in all accounts. 
The pride and obstinacy of the Roman patrician finally yield to the wife’s and 
mother’s pleas. Coriolanus may have died in exile, may have committed sui¬ 
cide, may have been treacherously slain by the Volscian general Aufidius. 
Plutarch, Livy, and von Collin differ on the subject. It is even possible Corio¬ 
lanus never existed; or if he did, the stories of the Greek Themistocles and 
Alcibiades, who also went over to the enemy, somehow got tangled up with 
his own. History has shrouded the facts in legend. Art alone—Plutarch’s, Livy’s, 
Shakespeare’s, Beethoven’s—has given the epic figure of Rome’s banished hero 
a living reality. 

Gaius Marcius Coriolanus was said to have derived the surname he bore 
from his conquest of the Volscian city Corioli in 493 b.c. A proud aristocrat, 
he fought and denounced the popular tribunes of Rome. The tribunes were 
the spokesmen of the plebeian classes. Coriolanus proposed that before distrib¬ 
uting the corn supplies from Sicily to the people, the system of tribunes should 
be abolished. He was charged with disloyalty and sent into exile. 

The Volscians received him with open arms. Coriolanus mustered a huge 
army and, after a series of victories, marched on Rome. Reaching the gates of 
his native city, he paused before launching the final onslaught. Deputations of 
patricians and priests came out to plead with him. Coriolanus would not budge. 
For having banished him, Rome must pay with her utter ruin. The Romans 
now played their trump card. They sent his wife Virgilia, his mother Volumnia, 
and his son Marcus. Coriolanus, contemptuous and unshakable at first, finally 
gave in. At this point Shakespeare followed Plutarch in having Coriolanus 
murdered by the Volscian Aufidius. In Collin’s play, Coriolanus takes his own 
life. 

Wagner, in one of his best prose essays, advises listeners to forget all about 
the Collin play and concentrate on the denouement of Shakespeare’s tragedy 
as the true dramatic counterpart of Beethoven’s overture. The reference is to 
the third scene of Act V, where Coriolanus is confronted by his family in the 
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Volscian camp on the outskirts of Rome. Thus the opening section, with its 
fortissimo Cs, resounding chords, and dramatic first theme, would depict the 
defiant renegade in his mad resolve to level Rome. In keeping with this 
analysis, the poignantly lyrical second theme, announced in the first violins 
in E flat, presents the contrasting voice of Volumnia imploring her son to 
desist. Wagner says: 

We shall see one solitary shape loom forth, the defiant Coriolanus in conflict 
with his inmost voice, that voice which only speaks the more unsilenceably when 
issuing from his mother’s mouth. And of the dramatic development there will 
remain but that voice’s victory over pride, the breaking of the stubbornness of a 
nature strong beyond all bonds. 

Reichard was convinced that Beethoven intended the Coriolanus Overture 
as a self-portrait, that the music reveals more to us of Beethoven’s character 
than of Coriolanus’. L B 


Overture to ''Leonore,” No. 2, Op. 72 

Few operas have aroused such controversy as Beethoven’s single contribution 
to the stage, Fidelio, first entided Leonore. At one end are those belitding the 
score as purely “symphonic” rather than operatic ; at the other, the Bee¬ 
thoven devotees, among them highly respected conductors and singers, rank¬ 
ing it at the very top of the repertory. Between extremes are as many varieties 
of opinion as there are approaches to dramatic art. But there is no denying 
Fidelio*s pulsing humanity and emotional power. Beethoven s sincerity as 
artist and man rings out from every phrase. It is not fantastic to regard 
Fidelio as a companion portrait to the Eroica . In the symphony, Beethoven 
enshrines an ideal hero, in the opera, an ideal heroine—the fearless and devoted 
Leonore. 

If the opera itself has stirred up esthetic strife, what shall be said of the 
tangle of conflict and confusion caused by Fidelio’s four overtures? The 
chronology and appropriateness of all four have been freely argued over, 
and a fat volume could be made of the scholarly pros and cons. In 1924, Josef 
Braunstein’s keen analysis of the overtures appeared to clinch the issue of 
chronological order. The numbering of the Leonore overtures is now accepted 
as correct in its given sequence; L?., No. 1 really came first (actually a dis¬ 
carded attempt), No. 2 second, and No. 3 third. Internal evidence of style 
confirms this. The fourth overture, entitled Fidelio , came last. 

The second overture to Leonore was first heard at the world premiere of 
Fidelio, on Nov. 20, 1805, in Vienna’s Theater an der Wien, and thus boasts 
a special distinction apart from its intrinsic worth. Dr. Henry Reeve, attend¬ 
ing the third performance of Beethoven’s opera, left a description of the com- 
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poser: “Beethoven presided at the pianoforte and directed the performance 
himself. He is a small, dark, young-looking man, and wears spectacles.” The 
opera was cordially received, and at the end of the performance copies of 
complimentary verses “showered down from the gallery,” according to the 
observant doctor. Later the opera was withdrawn and revised. When it reap¬ 
peared in Vienna in March, 1806, it was provided with a remodeled version 
of the earlier overture, which explains Leonore No . 3. A final revision of the 
opera in 1814 accounts for version No. 4, called the Fidelio Overture, and the 
one now regularly doing duty as curtain raiser. 

The story of Fidelio hinges on an episode of political tyranny. Florestan 
is imprisoned in a Spanish dungeon by his ruthless enemy Pizarro. He is 
slowly starving to death. His wife Leonore, intent on freeing him, disguises 
herself as a man and secures a job as assistant to the jailor Rocco. She gives 
her name as Fidelio. Pizarro decides to slay Florestan before the expected 
arrival of Don Fernando, the state minister. He orders a grave dug. 

Rocco gets Leonore to help him dig the grave. When Pizarro at length 
tries to stab Florestan, Leonore rushes to shield him. “First kill his wife!” she 
shouts. Pizarro, furious, tries to slay them both, but Leonore whips out a 
pistol. “One word more and you die!” she cries. Suddenly a trumpet call 
sounds. Don Fernando has arrived. Florestan and Leonore are saved and 
reunited. 

The introductory part of the overture consists of an Adagio based on 
Flores tan’s despairing aria, “In des Lebens Fruhlingstagen” (“In the Spring¬ 
time of Life”). There follows a brilliant Allegro, unfolding at some length. 
With dramatic suddenness the off-stage trumpet calls, announcing deliver¬ 
ance for Florestan and Leonore, are heard. Florestan’s aria returns, again 
adagio, and soon the violins discourse a fresh theme before the stirring Coda 
begins. 

Clearly the opening Adagio and middle Allegro section are of such broad 
scope that no classic recapitulation of material was possible, and the coda, as 
pointed out, “is not big enough to compensate for its absence.” In the third 
Leonore Overture, Beethoven altered the formal design to bring the music 
into stricter conformity with sonata structure. The reprise of the Allegro sec¬ 
tion sets it markedly apart from its predecessor. Moreover, to make room for 
both the Allegro reprise and the more fully developed coda, much of the 
Adagio and Allegro material of the earlier overture had to be omitted in the 
third. 

Because of its more brilliant exposition and incisive Presto finale, the 
Leonore No. 3 ranks first in popularity, though the No. 2 has been regarded 
as a more masterly “tone poem” in mirroring the opera’s action. Paul Bekker 
even thought the second superior in “grandeur of conception and imaginative 
originality.” 
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On the subject of preferences, Romain Rolland’s advice should be heeded: 
“Let us prefer them both!” As for which of the four overtures best serves to 
introduce Beethoven’s great opera, opinion is again divergent, though ai 
would agree that the fourth, and shortest, is the most convenient. Perhaps 
Olin Downes said the final word on that point when he stated flatly, at e 
ideal Fidelio overture “will never be heard, and never was written. In any 
case, Leonore overtures Nos. 2 and 3, whatever their disqualifications as 
operatic overtures, are certainly self-sustaining dramas. 


L. B. 


Overture to "Egmont,” Op. 84 

One of the first things Josef Hard did, after taking over the management 
of the Vienna Court Theaters in 1808, was to put into process a revival ot 
olays by Goethe and Schiller with specially composed music. Beethoven, 
coming prominently into the scheme, did the music for Goethe s Egmont, 
supplying an overture, four entr’actes, two songs for die heroine, Clarchen 
the music for Clarchen’s death, a “melodrama” and, for finale, a Triumph 
Symphony. The last named is the Overture’s coda. The music completed and 
the play rehearsed and in readiness, the production took place at the Hofburg 
Theater, Vienna, on May 24, 1810. 

There were several interesting sidelights to the musical aspects ot the 
venture. Beethoven, for one thing, had indicated a preference for one ot 
Schiller’s plays, specifically, William Tell. The usual mtrigues-rampant in 
Beethoven’s times as in ours—circumvented that, for the assignment went to 
one Adalbert Gyrowetz, a Bohemian composer. Then, the fact that Beethoven 
could choose Schiller over Goethe is in itself a rather startling dung when we 
recall what Romain Rolland has had to say of die Beethoven-Goethe mutual 

admiration society. . . . i _ t 

Others have been prompted to remark on the strong spiritua o 
alleged or otherwise-between the two men. Rochlitz, for instance, quoted 
the composer as saying once, “I would have gone to my death, yes, ten times 
to my death for Goethe. Then, when I was at the height of my enthusiasm, 
thought out my Egmont music. Goethe-he lives and wants us all to live 
withTiim. It is for that reason that he can be composed. Nobody is so easily 

C °Goethe, onAe other hand, though reputedly not a Beethoven fan wrote 
in a letter, shortly after his meeting with the composer, a brief analysis of 

Beethoven the man: 

I made the acquaintance of Beethoven at Teplitz. His talent astonished me 
orodieiously but he is, unfortunately, a wholly untamed person. It is true th 
hets not utterly wrong when he finds the world detestable, but this will not make 
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it more enjoyable for himself and for others. Yet he is to be excused and much 
pitied, for he has lost his hearing, which is, perhaps, of less injury to his art than 
to his social relations. Already laconic by nature, he will be doubly so by reason 
of the infirmity. 

Evening the score, as it were, Beethoven also did some character reading, 
for he told Hard on one occasion, “Goethe is too fond of the atmosphere of 
the court; fonder than becomes a poet. There is little room for sport over the 
absurdities of the virtuosi when poets, who ought to be looked upon as the 
foremost teachers of the nation, can forget everything else in the enjoyment of 
court glitter.” 

The foregoing proves rather confusing as to the actual relationship between 
Goethe and Beethoven, but, at least, we have the Egmont music, for which 
we are either indebted to Hard, as liaison agent, or to out-and-out intrigue, 
which sometimes serves a noble purpose. 

The hero of Goethe’s tragedy, Count Egmont (1522-1568), took an im¬ 
portant part in the early upheavals in the Low Countries, which later resulted 
in their liberation from the Spanish rule. At first he was a captain in the 
military retinue of Charles V, the Spanish Emperor, in the campaign against 
the French. However, his success against the Marechal de Thermes, in 1558, 
earned for him the enmity of the Duke of Alba. His countrymen, neverthe¬ 
less, gave him the adoration due an emancipator, since he had rescued 
Flanders from the French yoke. 

Philip II, who succeeded Charles V, made a bold stroke in attempting to 
turn Flanders into a Spanish dependency, and Egmont, among others, pro¬ 
tested, though not to the point of open rebellion. His days were numbered 
with that gesture, for when the Duke of Alba went to the Netherlands in 
1567, to quell uprisings, Egmont was imprisoned and finally put to death for 
high treason at Brussels, on June 4, 1568. With his execution he became imme¬ 
diately a symbol of martyrdom, such was his hold on the popular imagination. 

In the construction of the play, Goethe did some dramaturgical handsprings, 
inventing the heroine Clarchen and blithely, as dramatists will, overlooking 
certain other issues. The author said of his work, “Had I been willing to 
make Egmont, as history informs us, the father of a dozen children, his flip¬ 
pant actions would have seemed too ridiculous, and so it was necessary for me 
to have another Egmont, one that would harmonize better with the scenes 
in which he took part and my poetic purpose.” And he asks, reasonably 
enough, “For what, then, are poets, if they only wish to repeat the account 
of a historian?” 

The Overture begins in the key of F minor, offering a theme that might 
be likened to an ancient and stately Spanish dance, bolstered with staccato 
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chords. Its central section could be descriptive o£ an epic struggle. There is a 
startling pause at its zenith, and eight triple-piano measures give the im¬ 
pression of a “brief requiem,” which is, in effect, a modulatory passage to the 
coda’s “Triumph Symphony” (F major), r c b 

Grand Fugue in B flat major, Op. 133 

[Transcribed for orchestra by Felix Weingartnef[ 

Originally this fugue was the concluding section of the String Quartet in 
B flat major, No. 13, Op. 130. The work, completed in 1825, was so admired 
by Holz that he declared to the composer, “This is the greatest of your quar¬ 
tets ” Beethoven answered, “Each in its way. Art demands of us that we shall 
not stand still. You will find a new manner of voice treatment (part writing) 
and, thank God, there is less lack of fancy than ever before.” 

The Fugue was deemed unplayable for a long time. It became the inno¬ 
cent target of such choice descriptive terms as “grotesque, uncouth, and 
cacophonous,” as Eric Blom tells us. However, it was finally published sepa¬ 
rately, and Beethoven wrote a new finale for his quartet in 1826. 

The Grand Fugue, tantot libre, tantot recherchee, is a colossal structure, 
teeming with ideas and of unbelievable scope. It opens with an introduc¬ 
tion, which brings forward the motto subject, its various transformations 
foreshadowing the character of the three parts of its later development. As 
the fugue itself begins, a new subject makes its entrance, a rhythmic theme 
of widely leaping intervals, and the motto assumes the position of counter¬ 
subject. Beethoven works all this into a first section, which is in itself a 
complete fugue. The second section is briefer and utilizes the motto theme as 
principal subject. The third section brings both themes into a rich counter¬ 
play, almost a contention, it would seem, with the motto theme emerging 
winner, the other runner-up. To conclude, the composer, with the greatest 
skill, welds the two musical ideas into a solidly knit pattern. 

The B flat major Quartet, as originally conceived, consisted of six move¬ 
ments which were not directly related and devoid of anything like progres¬ 
sive development. Rather did the first five, each a complete unit, each differing 
in mood from the others, possess a close spiritual kinship with the last, the 
Grand Fugue, which came as a most natural and eloquent culmination. Blom 
makes the observation that the Grand Fugue, removed from its moorings to 
the B flat major Quartet, is deprived of the “antecedents” which made its con¬ 
clusions logical. Yet he felt that the Quartet had lost much more. 


R. C. B. 
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the concert companion 


Romance” ("Romanze”) in G major, for Violin and 
Orchestra, Op. 40 

*D 

eethovem wrote two “Romances” for violin and orchestra—one in G major 
A, “ arked Andante, the other in F major (Op. 50) marked Adagio 

ntabile. Despite the opus numbering, they both date from 1803. The earlier 
one was published that year, the later in 1805. Both have been arranged for 
vio in and piano, solo violin and string quartet, and even for piano alone, 
mey are very similar in form and mood. As their tide would indicate, they 
are songlike in spirit, “romance” or “Romanze” being a song. It will be re- 
caued that Mozart occasionally borrowed this term from vocal music, apply- 

u° middle movements of some of his best piano concertos. Where it is 
used, the purpose is to show in advance that melodic invention and lyric feeling 
predominate. ' 6 

In both of these “Romances” the solo violin introduces the principal theme 
with orchestral accompaniment in the F major, and without it in the G 
major. The double-stop passage opening the Romance in G is a sample and a 
arning of the kind of technical challenge awaiting the violinist. Much of 
the composition should sound like “a tender dialogue,” said Leopold Auer, 
and in keeping with this colloquial style should be played with unaffected 
beauty of tone and expression.” 

One or two German biographers of Beethoven speak of the “sweetness” 
nc ee ing of the Romance in G.” They warn against mistaking 
Uese qualities for weakness and sentimentality. However, the English biog¬ 
rapher, Marion M. Scott, confessed being puzzled by these violin pieces. “They 
are beautiful in their way,” he writes in the Master Musicians Series, “not easy 
as to technique, very difficult to interpret satisfactorily. . . . Their music 
leaves one where it found one. I suspect Beethoven had no strong poetic idea 
when he composed them.” 

The original accompaniment calls for one flute, two oboes, two bassoons, 
two horns, and strings. 

L. B. 


"Marcia alia turca” ("Turkish March”), from "The Ruins 
of Athens,” Op. 113 

“TT > Beethovei ' t once referred to his “little operas,” he was not thinking 
of Fidelia as one of them. “Little”-even in jest—is hardly the word to de¬ 
scribe that massive music drama which many regard as the summit of operatic 
writing. Besides, Beethoven wrote only one opera, despite the jubilant vow 
of the British doctor who exclaimed after a performance of Fidelio: “I shall 
go to every opera he wrote!” Unfortunately the “little operas” were merely 
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sheaves of incidental music for two melodramas by a fashionable German 
playwright of the time, August Friedrich Ferdinand von Kotzebue (1761- 
1819). One of these plays was King Stephan — Hungary's First Benefactor, 
the other The Ruins of Athens (Die Ruinen von Athen ). The music for both 
these stage works was commissioned and written in 1811, and the story goes 
that Beethoven completed the combined assignment in one month. 

The plays and the overtures and incidental music were all warmly re¬ 
ceived when they opened the new theater at Pesth on Feb. 9, 1812. Quite 
different, however, was the response to the overtures in England. Charles 
Neate, the English pianist and sometime agent, had been entrusted with 
several recent scores of Beethoven, among them the Seventh Symphony and 
the two overtures. Philharmonic patrons were so disappointed by the overtures 
that Neate was sternly rebuked: “For God’s sake don’t buy anything more of 
Beethoven!” Beethoven was somewhat nettled when he learned of the British 
reaction from his friend and pupil Ries. “I by no means reckon them among 
my best works,” he said, referring to the overtures, “which, however, I can 
boldly say of the Symphony in A.” Some years later, Kotzebue’s Ruins of 
Athens was revised for the opening of the Josephstadt Theater on Oct. 3, 
1822, and now retitled, The Consecration of the House . For that occasion Bee¬ 
thoven wrote a new overture, discarding the original one. 

Besides the overture, the music for The Ruins of Athens comprises three 
choruses, one duet, a recitative and aria, an off-stage interlude, a march with 
chorus, and the famous “Marcia alia turca.” Though there is some doubt on 
this point, it has long been supposed that the overture to The Ruins of Athens 
once served as overture to the revised version of Fidelio in 1814, when Bee¬ 
thoven was frantically weighing the pros and cons of each of the overtures 
composed for this opera. It is certain, in any case, that the overture to The 
Creatures of Prometheus, was so employed at one performance. 

Another litde irony connected with the music to The Ruins of Athens 
is the suspicion that the theme was of Russian origin! Whatever its nation¬ 
ality, the quaintly martial melody is already foreshadowed in Beethoven’s Six 
Variations for Piano in D major (1809) dedicated “to my friend Franz 
Oliva.” In listening to this march it is perhaps helpful to remember the his¬ 
torical context of Kotzebue’s play. The Greeks, long smarting under the 
Turkish yoke, were preparing to make a valiant bid for independence. 
Kotzebue’s so-called “Nachspiel” reflects this struggle in the fervid mood of 
the time. As the march opens, we may visualize the approach of Turkish 
troops from afar. The music is soft and distant, gradually rising in volume 
and intensity. The troops come closer, and as the columns sweep by the 
orchestra. rises to a resounding fortissimo. Then the process is reversed, the 
volume diminishing with the receding troops till soldiers and music both 
disappear in the distance. 


L. B. 




Arthur Benjamin 

BORN: SYDNEY, AUSTRALIA, SEPT. l8, 1893. 

Benjamin has evolved no personal idiom, but is content to use 
common chromatic parlance for the expression of ideas which are his 
own. If these ideas are not very profound nor strongly individualized, 
neither are they, on the other hand, derivative, and his conspicuous 
sh.Hl in presenting them so as to appeal to his hearers ma\es him one 
of the more approachable of postwar English composers .— Frank S. 
Howes. 


''Overture to an Italian Comedy” 

One of a group of roving British musicians, Arthur Benjamin has helpe< 
preserve the solidarity of the Empire in music. Trained first at the Brisban 
school in Australia, he went to London in 1911 to study at the Royal Colleg 
°£ Music, fought in France in the infantry and the RA.F., and went horn 
to teach piano at the Sydney Conservatory. In a few years he had returnee 
to London and joined the staff of the Royal College of Music as professor o 
composition. In 1938 he moved on to Canada, and has since made his home ii 
Vancouver, where he composes, teaches, and leads the Vancouver Symphom 
Orchestra. 

Mr. Benjamin’s career as composer was launched with a string quartet ii 
1924, which won the Carnegie Award. Later came Three Impressions for voio 
and string quartet, a sonatina for violin and piano, two works for the stage- 
one the farce The Devil Ta\e Her! (produced at Columbia University' 

a Violin Concerto, and a Romantic Fantasy for violin, viola, and orchestra 
besides music for the screen. His Prelude to a Holiday was performec 
by the Indianapolis Symphony Orchestra, Fabien Sevitzky conducting. 

The Overture to an Italian Comedy was first performed in 1937 at th< 
Royal College of Music, with Malcolm Sargent directing. There were twenty 
performances in the next two years throughout England. After the premiere 
the Daily Telegraph reviewer remarked: “Mr. Benjamin has done what sc 
many modern composers are unwilling to do—he has written music that i 
frankly and unashamedly jolly.” 

The composer had no specific comedy in mind to which his Overture 
could be affixed, though he evidendy sought to depict the characteristics o: 
an Italian dramatic genre bustling with gay intrigue and prankish merriment 
However, a Neapolitan folk song and snatches of Neapolitan dances narrov 
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its locale to Naples, and even a tarantella breaks into Mr. Benjamin’s festive 
orchestral web. The prevailing mood is one o£ carnival gaiety. 

The work lasts about six minutes and is scored for two flutes, one piccolo, 
two oboes, two clarinets in B flat, two bassoons, four horns, two trumpets in C, 
three trombones, percussion, glockenspiel, harp, and the usual strings. 


L. B. 


"Cotillon” 

The orchestral suite Cotillon is based on original melodies drawn from The 
Dancing School, a medley compiled by W. Pearson and Young in London in 
1719. Many of the airs and ballads gathered were the reigning “hits” of the 
day. What the composer strove to do was to dress them in fresh harmonies 
and instrumentation without sacrificing the mood and feeling of the early 
eighteenth century. The standard cotillon of the period, involving a sequence 
of country dances as crowning events in an evening’s entertainment, often ran 
to twenty-four separate “figures” of contrasting style and has been regarded as 
precursor of the Victorian lancers. 

A brief introduction built around an episode from the first dance ushers in 
the nine short figures, entided as follows: “Lord Hereford’s Delight” (full 
orchestra), “Daphne’s Delight” (wood winds and strings), “Marlborough’s 
Victory” (full orchestra), “Love’s Triumph” (strings), “Jigg It E Foot” (full 
orchestra), “The Charmer” (small orchestra), “Nymph Divine” (small or¬ 
chestra with harp solo), “The Tattler” (full orchestra), “Argyll” (full or¬ 
chestra). The concluding figure enlarges into a coda. 

L.B. 
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Robert Russell Bennett 

BORN: KANSAS CITY, JUNE 15, 1 894. 

Taking anything from a whistled melody to a piano sketch from its 
author to the lighted orchestra pit of a theatrical production demands 
a great many things besides theatrical training, but if I were as\ed 
what the greatest asset one can have in this work is, 1 should have to 
answer, "Counterpoint."— Robekt Russell Bennett. 


"A Symphony in D for the Dodgers 


I. Allegro con brio: “Brooklyn Wins.” II. Andante lamentoso: “Brook 
Loses.” HI. Scherzo. IV. Finale: “The Giants Come to Town. 

Robert Russell Bennett is an ardent supporter of the New York Gia 
baseball club, therefore he writes a musical ode to their bitterest rivals 
Brooklyn Dodgers. Played for the first time over Racho Station WOR 
May 16, 1941, the work is in four movements and, as the composer says, 
fairly strict form.” In the summer of that year it obtained its concert prem 
at the Lewisohn Stadium by the Philharmonic-Symphony orchestra, Wilh 
Steinberg conducting and “Red” Barber acting as narrator 

Despite his loyalty to the Giants, Mr. Bennett’s sense of fair play was b< 
tifully stimulated by the fighting, peppery, cocky group of men who perfon 
feats of derring-do for the sake of Brooklyn and Leo Durocher, not to c 
their own economic interests. He, therefore, penned diis symphony as a 
cere tribute to a brilliant and colorful baseball team. 

Mr. Bennett’s own description of his symphony follows: 

The Allegro con brio is in sonata form and has the subtitle Brooklyn W: 
It means to picture the ecstatic joy of the town after the home team wins a g; 

The second movement is the slow movement. It is an Andante lamentoso, 
gloom and tears-and even fury. It is called ‘Brooklyn Loses. Somebody 
Suggested that the movement be called “Brooklyn Loses-but not very often. 

The third movement is the Scherzo. . . . The Scherzo pictures the poj 
and energetic president of the dub, Mr. Larry MacPhail [now md^solubl; 
tached to the New York Yankees], going a-huntmg for a star pitcher. We hea 
horns’ bay call-then we hear him in Cleveland, Ohio, trying to trade for the 
pitcher Bob Feller. He offers Prospect Park and the Brooklyn Bridge as an 
trade but the Cleveland management says “No” m the form of a big E flat n 
chord. After repeated attempts we hear the hunting horns again, as he res 
the hunt in other fields. 
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The Finale of the Symphony in D for the Dodgers, like that of Beethoven’s 
Ninth, is a choral movement. The text, again like Beethoven’s Ninth Symphony, is 
an ode to joy. It is purely fictitious, this text, but it speaks for itself. The subtitle 
of this Finale is “The Giants Come to Town.” 

Mr. Bennett began the study of the piano with his mother. His father, a 
band and orchestra conductor, taught him to play many other instruments. 
He got work in New York as a copyist and arranger. Then he did a year of 
service in the United States Army, during the First World War, at the con¬ 
clusion of which he returned to Broadway and launched upon a highly profit¬ 
able career of arranging for Broadway musicals. He visited France and while 
there won a coveted Guggenheim Fellowship. It was renewed for one more 
year, and in that period he completed a host of works, which include a sym¬ 
phony; a suite for orchestra Pay sage; a one-act opera An Hour of Delusion; 
an “operetta-ballet a l’antique” Endymion; a number of songs, choruses, and 
chamber music items. 

There have been other compositions, all of which brought him important 
attention, but he has devoted most of his time to film music, composing, 
arranging, and conducting being a part of his daily program. In April, 1935, 
his opera Maria Malibran, with a libretto by Robert A. Simon, music critic of 
The New Yor\er, was given its premiere in a production by the Juilliard 
School of Music. 

Of his Symphony in D for the Dodgers, Mr. Bennett says that it is primarily 
a piece of music, that the hearer is at liberty to put such program meanings 
to it as may occur to him, and that his intentions, as composer, are extremely 

g eneraL R. C. B. 
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Hector Berlioz 

born: la cote saint-andre, dec. ii, 1803. died: Paris, mar. 8, 1869. 

All modern programmists have built upon him — Liszt, 'Richard 
Strauss, and Tschai\owshy . Wagner felt his influence, though he be¬ 
littled it, His own words, “I have ta\en up music where Beethoven 
left it ” indicate his position . He is the real beginner of that inter¬ 
penetration of music and the poetic idea which has transformed 
modern art ,— Ernest Newman. 


"Symphonic Fantastique,” Op. 14 A 

I. Dreams, Passions. II. A Ball. III. Scene in the Meadows. IV. March to the 
Scaffold. V. Dream of a Witches’ Sabbath. 

Under the title Episode in the Life of an Artist, two works were composed 
by Berlioz, the Symphonic Fantastique and Leilo, or the Return to Life, a lyric 
monodrama. The symphony was completed in 1830, and it obtained its first 
performance at the Paris Conservatoire on Dec. 5, of that year. America’s first 
experience with it came at a concert of the Philharmonic Society in New 
York, on Jan. 27, 1866. 

By the composer’s own admission Goethe’s Faust inspired this symphony, 
and, as Berlioz averred, the source provided him with subject matter for his 
Huit Scenes de Faust (which he afterward denied) and a projected Faust 
ballet. But a stronger inspiration was his overwhelming love for the Irish 
actress Henrietta Smithson. Overwhelming, however, is scarcely the word for 
the soul-searing, terrifying passion he felt for this woman. A letter he wrote 
to his friend Humbert Ferrand on Feb. 6, 1830, contains the following torch 
song: 

I am again plunged in the anguish of an interminable and inextinguishable 
passion, without motive, without cause. She is always in London, and yet I think 
I feel her near me: all my remembrances awake and unite to wound me; I hear my 
heart beating, and its pulsations shake me as the piston strokes of a steam engine. 
Each muscle of my body shudders with pain. In vain! ’Tis terrible! Oh, unhappy 
one! If she could for one moment conceive all the poetry, all the infinity of a like 
love, she would fly to my arms, were she to die through my embrace. I was on the 
point of beginning my great symphony (. Episode in the Life of an Artist ), in which 
the development of my infernal passion is to be portrayed; I have it all in my 
head, but I cannot write anything. Let us wait. 
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Berlioz could go on in that manner without having exchanged so much 
as a word with his beloved. He had not even met her, knowing her merely 
through her performances o£ Ophelia and Juliet and in a language com¬ 
pletely alien to him. Realizing the futility of drawing her attention to him, 
young and unknown as he then was, he yet literally shelled her with violently 
ardent missives. The lady read them, though they frightened her at first. 
Finally she refused to bother with any more of them. She left Paris, some 
time later, and Berlioz, still aflame, wrote his symphony. But he had, appar- 
endy, heard disquieting rumors concerning his ideale, for in another letter to 
Ferrand he forwarded a program of the work, in which he presented her as a 
courtesan in the “Dream of a Witches' Sabbath." He said, “I do not wish to 
avenge myself. I pity her and I despise her. She is an ordinary woman, en¬ 
dowed with an instinctive genius for expressing lacerations of the human 
soul, but she has never felt them, and she is incapable of conceiving an im¬ 
mense and noble sentiment, as that with which I honored her.” 

On discovering that the rumors were false, Berlioz, with characteristic sud¬ 
denness, struck all reference of courtensanship out of his program. Just for the 
record and without going into the attendant sensationalism, be it reported that 
the composer’s extraordinary love, which had burned for three years almost 
without abatement, culminated in his marriage to Miss Smithson. It was a 
very unsuccessful union, which ended some years later in a separation. Mme. 
Berlioz died in poverty at a humble lodging in Montmartre in March, 1854. 
Her husband married again the following October. 

In the Symphonic Fantastique Berlioz presents an idee fixe, a quasi-patho- 
logical fixation, which possesses the music as it possesses the thoughts of the 
artist of the program. It emerges in a variety of aspects, fervent, beatific, 
distant and ignoble, “according to the nature of the changing scene.” 

This “immense symphony,” as Berlioz termed it, crashed into a musical 
cosmos still ringing with the echoes of Beethoven’s voice. The Pastoral and 
the Leonore Overtures had not been superseded as program music, Wagner 
was a stripling of seventeen, Liszt’s Symphonic Poem was to come twenty 
years later. With this strangely forceful music, new in spirit as in construction 
and compellingly programmatic, Berlioz achieved his first impressive and 
first enduring composition. 

Berlioz’s own account of his work is given in the full score of the sym¬ 
phony, as published by Breitkopf and Hartel, together with an English trans¬ 
lation by Harry Brett. The Brett version follows: 

PROGRAM OF THE SYMPHONY 

A young musician of unhealthily sensitive nature and endowed with vivid 
imagination has poisoned himself with opium in a paroxysm of lovesick despair. 
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The narcotic dose he had taken was too weak to cause death, hut it has thrown 
him into a long sleep accompanied by the most extraordinary visions, fit this 
condition his sensations, his feelings, and his memories find utterance trt tits lick 
brain in the form of musical imagery. Even the Beloved One takes the form of a 
melody in his mind, like a fixed idea which is ever returning and which he hears 
everywhere. [This recurring melody, or Hie fixe, which typifies the Belova) One, 
is first heard in the Allegro, in C major.) 

FIRST MOVEMENT 

Dreams, Passions 

(Largo, C minor, 4 / 4 ; Allegro agitato e appassionato ami, C major, 4 / 4 ) 

At first he thinks of the uneasy and nervous condition of his mind, of 
longings, of depression and joyous elation without any recognr/abte cause, which 
he experienced before the Beloved One had appeared to him. Then hr rrmrnitrrv 
the ardent love with which she suddenly inspired him; he thinks of Ids almost insane 
anxiety of mind, of his raging jealousy, of his reawakening love, of tits irltgiom 
consolation. 

SECOND MOVEMENT 

A Ball 

(Allegro non troppo, A major, t/H) 

In a ballroom, amidst the confusion of a brilliant festival, he fin*Is itir Brluvrd 
One again. 

THIRD MOVEMENT 

Scene in the Mi airiws 

(Adagio, F major, il/7) 

It is a summer evening. He is in the country, mttsing, when he hears two 
shepherd lads who play, in alternation, the rum tirt iwhf< (the tuttr ttvd 
by the Swiss shepherds to call their flocks). This pastoral duct, the tpnrt •«. r»r, 
the soft whisperings of the trees stirred by the zephyr wind, some ptospetts «t hope 
recently made known to him, all these sensations unite to impart a long unknown 
repose to his heart and to lend a smiling color to his imagination. And then Site 
appears once more. His heart stops beating, painful forrltodmgs till 1m wad. 
Should she prove false to him! One of the shepherds resumes the ttteh.lv, but 
the other answers him no more. . . . Sunset . . . distant rolling of thunder . . , 
loneliness . . . silence. . . . 


FOURTH MOVEMENT 
March to iiii K*'ai t«i f» 

0 Allegretto non troppo, 0 minor and it flat map*. 4/4J 

He dreams that he murdered his Beloved, that he has been condemned to death 
an is emg e to execution. A march that is alternately somltet and wild, lot! 
md solemn > acc °mpanies the procession-The tumultuous outhuras ate 
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followed without modulation by measured steps. At last the fixed idea returns, 
for a moment a last thought of love is revived—which is cut short by the death 
blow. 

FIFTH MOVEMENT 

Dream of a Witches’ Sabbath 

{barghetto, C major, 4 / 4 ; and Allegro, B flat major, 

C minor, and C major, 6/8) 

He dreams that he is present at a witches’ revel, surrounded by horrible 
spirits, amidst sorcerers and monsters in many fearful forms, who have come to¬ 
gether for his funeral. Strange sounds, groans, shrill laughter, distant yells, which 
other cries seem to answer. The Beloved melody is heard again, but it has lost its 
shy and noble character; it has become a vulgar, trivial, grotesque dance tune. 
She it is who comes to attend the witches’ meeting. Riotous howls and shouts 
greet her arrival. . . . She joins the infernal orgy . . . bells toll for the dead . . . 
a burlesque parody of the Dies irae . . . the Witches’ round dance. . . . The 
dance and the Dies irae are heard together. urn 
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Orchestral Excerpts from the Dramatic Symphony 
"Romeo and Juliet,” Op. 17 

(d) Festivities at the House of Capulet. (b) Love Scene. (^) Scherzo, 
“Queen Mab.” 

I will marry Juliet and write my greatest symphony on the play!” These 
words were attributed to Hector Berlioz by the critic of the Illustrated London 
News. In his memoirs, Berlioz blandly admits the fact but denies making the 
statement. “I did both, but I never said anything of the kind. I was in far too 
much perturbation to entertain such ambitious dreams. Only through much 
tribulation were both ends gained.” 

By “perturbation” and “tribulation” Berlioz, of course, meant Henrietta 
(nee Harriet Constance) Smithson. The Irish actress, later memorialized in 
that fevered stream of consciousness, the Fantastic Symphony, came down to 
Paris in 1827 with an English company for a Shakespeare season at the Odeon. 
Berlioz attended the first performance, Hamlet. Henrietta was the Ophelia. 
The combined magic of Henrietta and Shakespeare was too much for the 
susceptible youth. He fell madly in love. 

As a cure he resolved to stay away from Shakespeare and Smithson. But 
the announcement of Romeo and Juliet broke down his resistance. He went 
to the Odeon. The effect beggars analysis. Henrietta now became the Juliet 
of his dreams. His passion became a torture and a nightmare. Once, the sight 
of Henrietta in a stage lover’s arms sent him screaming insanely out of the 
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theater. Repeatedly rebuffed by his idol, Berlioz went into a prolonged fit of 
wild, wandering gloom. He walked the streets in a daze. He whined and 
whimpered through the countryside. He was haunted day and night by a 
composite image of Ophelia, Juliet, and Henrietta. Who could blame the Irish 
girl for being startled out of her wits? There was no precedent for Berlioz’s 
behavior. Even Shakespeare had never chronicled so violent a campaign. 
Wildly written and hoarsely shouted pleas proved unavailing. Out of the pit 
of gnarled self-torture grew the Fantastic Symphony . 

Henrietta held out for six years. Finally she gave in. Her own career now 
lay in ruins. But her volcanic suitor was fast rising to power and prestige. 
Juliet became Mrs. Hector Berlioz. A Parisian critic, after listening to die 
premiere of the Romeo and Juliet Symphony some years later, charged Berlioz 
with not understanding Shakespeare. He should have known better. 

Although twelve years separate Berlioz’s soul-searing experiences and the 
composition of the Romeo and Juliet Symphony, the work derives emotion¬ 
ally from those hectic Shakespeare nights at the Odeon. The surcharged emo¬ 
tional atmosphere of the early period is vividly recalled in Berlioz’s memoirs. 
In one place he speaks of going from Hamlet to Romeo and Juliet . He writes: 

Ah, what a change from the dull gray skies and icy winds of Denmark to the 
burning sun, the perfumed nights of Italy! From the melancholy, the cruel irony, 
the tears, the mourning, the lowering destiny of Hamlet, what a transition to the 
impetuous youthful love, the long-drawn kisses, the vengeance, the despairing 
fatal conflict of love and death in those hapless lovers! By the third act, half suf¬ 
focated by my emotion, with the grip of an iron hand upon my heart, I cried out 
to myself: “I am lost! I am lost!” 

As Henrietta Smithson soon found out, Berlioz was not understating it. 

Ironically, Berlioz set to work on his symphony in the midst of a fresh 
crisis in his relations with Henrietta. The roles were reversed. As Madame 
Berlioz, Henrietta was now fanatically jealous. She was against his going on 
foreign tours. She reviled his friends. Her theatrical appeal was a thing of the 
romantic past, and so was her beauty. She finally took to drink. In short, 
Shakespeare had become drab, domesticated routine. Henrietta leveled recur¬ 
ring charges of infidelity at her erratic spouse. These accusations “became 
so intolerable” that Berlioz “determined to justify them,” as J. H. Elliot 
cynically observes. In Berlioz’s Shakespearean world of make-believe, Juliet 
was now a wedded but untamed Katherine. The idol had stepped down to 
become a shrew. Whatever the truth of Henrietta’s charges, Berlioz was at 
least faithful to the memory of that first great flush of literary and romantic 
passion caused by the historic Shakespeare season at the Odeon in 1827. In 
all fairness, the tender Romeo and Juliet Symphony is as justly the work of 
Henrietta Smithson as the Fantastic Symphony which anathematizes her. 
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The dramatic symphony for solo voices, chorus, and orchestra was com¬ 
posed between January and September, 1839. The great violin virtuoso Niccolo 
Paganini has been credited with the 20,000-franc grant made to Berlioz at this 
time. Whether the money came from the pocket of the notoriously tight- 
fisted Italian or some unnamed benefactor, at least it was Paganini who 
brought the sum in person. Berlioz, assuming Paganini to be the donor, asked 
him to name the subject of his, Berlioz’s, next composition. “I cannot advise 
you,” said Paganini. “You know best what suits you best” Berlioz later 
records that after long deliberation, he “fixed on a choral symphony on Shake¬ 
speare’s Romeo and Juliet, and wrote the prose words for the choral section, 
which Emile Deschamps ... put into verse for me.” How the Bard of Avon 
fired his imagination can be gathered from a passage in his recollections in 
which he describes himself as “floating on the halcyon sea of poetry, wafted 
onward by the sweet, soft breeze of imagination; warmed by the golden sun 
of love unveiled by Shakespeare.” Dedicated to Paganini, the symphony was 
performed at the Conservatory in November, 1839. Its success was immediate. 
Berlioz himself conducted an orchestra numbering 160 and a chorus of 98. 
Two further performances followed in December. The one disagreeable fea¬ 
ture was the already noted remark of a critic, that Berlioz had failed to un¬ 
derstand Shakespeare. Least of all, was the critic’s contention, did Berlioz 
grasp the love scenes! The same reviewer went one step further by declaring 
that the “Queen Mab” scherzo reminded him of the “operations of an im¬ 
perfectly oiled squirt and the tinkling of glasses in a tavern.” 

One of the names on Berlioz’s free ticket list for that concert was Richard 
Wagner. The penniless young German composer, his mind then teeming 
with huge plans, admitted being enthralled by the “puissance of an orchestral 
virtuosity” he had never even dreamed of. “The reckless boldness and severe 
precision . . . took me by storm,” he* recounted in later tranquillity, “and 
impetuously fanned the flame of my personal feeling for music and poetry.” 
Yet, Wagner once expressed the opinion that the Romeo and Juliet Symphony 
consisted of “piles of rubbish heaped up among the most brilliant inven¬ 
tions.” He conceded, however, that Berlioz was “devilishly smart.” Anyway, 
Wagner thought highly enough of his French colleague to send him an en¬ 
graved copy of the orchestral score of Tristan and Isolde . Berlioz, a frank 
critic at all times, confessed “he could not understand any of it.” 

Wagner’s well-known bent for assimilating others’ ideas—consciously or not 
—is revealed in the “Pilgrims’ Chorus” from Tannhauser and the prelude to 
the third act of Lohengrin . Both show the influence of Berlioz’s score, par¬ 
ticularly the final ensemble of reconciliation between the feuding families. 
Especially is this so in mood and orchestration. 

Berlioz divided the symphony into three sections, each having subsections, 
the whole actually divisible into twelve separate numbers. And the subdivi- 
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sion can be carried still further. The music depicting the festivities at the 
house of the Capulets follows immediately upon that conveying Romeo’s 
rapturous musings in the garden. There is a sudden transition to festive 
excitement as a dance theme is worked up to sparkling gaiety. Yet, a sinister 
note of strife creeps into the whirling music. The following “Love Scene” 
was regarded by Berlioz as “the best piece of writing I have done.” Wagner 
and many others have agreed with him. “Over the whole of the music, with 
its soft enchanting melodies, there lies a delicate bloom,” says the English 
biographer Elliot. “It is music of a love untouched by eroticism; it wounds 
the heart as any contemplation of the pure and undefiled always must. . . .” 
After the “Love Scene” comes the “Queen Mab” scherzo, where Berlioz’s 
genius for orchestration reveals itself in a dazzling, gossamer-spun web of 
dreamy enchantment. 

Walter Damrosch has stressed the innovation that Berlioz made in the 
symphonic form by reproducing the dialogue between Romeo and Juliet 
in the balcony love scene so vividly that you can almost understand the 
words, “Romeo by passionate phrases of violas and cellos in unison, and 
Juliet’s responses in the agitated but gentle phrases of oboes, flutes, and clari¬ 
nets.” Incidentally, his father, Dr. Leopold Damrosch, met Berlioz in 1863 
at a Festival given in his honor by Prince Loewenberg in his palace at Silesia 
and was later the first to conduct the Romeo and Juliet Symfhony in America. 

L. B. 


Excerpts from the Dramatic Legend "The Damnation of 
Faust,” Op. 24 

I. Ballet of the Sylphs. II. Minuet of the Will-o’-the-Wisps. III. Rakoczy 
March. 

When Gerard de Nerval’s sensitive French translation of Goethe’s Faust 
appeared in November, 1827, it was eagerly welcomed, among others, by two 
stalwart romantics, the seventy-eight-year-old author of the original and a 
twenty-four-year-old musical sans-culotte named Hector Berlioz. 

I cannot read Faust any more in German,” said the aged German poet. 
‘But in this translation into French everything is again fresh, new, and 
ingenious.” 

Berlioz recorded his own reaction thus: 

The marvellous book fascinated me at once: I could not put it down; I read it 
constantly, at my meals, in the theater, in the street, everywhere. This translation 
in prose contained some versified fragments, songs, hymns, etc. I yielded to the 
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temptation o£ setting music to them. Hardly had I finished this difficult task— 
when I committed the folly of having the score printed at my expense. 

His relations with Faust, extending over twenty years, were to cost him a 
tidy fortune all told. 

The job of setting eight scenes from Faust was completed during the au¬ 
tumn of 1828. The following April, he sent a copy of the score to Humbert 
Ferrand, a close friend and confidant. The printer was still unpaid, so Berlioz, 
inveterately short of funds, requested the loan of “another hundred francs” 
to defray expenses. Ferrand, doubdess hard pressed himself, delayed comply¬ 
ing till June. By that time Berlioz had found a pupil with money, and his 
self-styled act of folly was expiated in full. But the “Faust” jinx was still to 
be reckoned with. 

Berlioz was at this time in the midst of his frantic courtship of Henrietta 
Smithson, the Irish actress whose Ophelia and Juliet at the Odeon had 
brought him to a condition approaching nervous collapse. In his abnormally 
emotional state the Nerval translation of Faust took on graver and more ro¬ 
mantic significance. “The love of Ophelia has increased my abilities a hun¬ 
dredfold,” he proclaimed as he brought his Huit scenes de Faust to com¬ 
pletion. % 

Characteristically, a copy of the Faust settings was sent to Goethe himself. 
Berlioz shrank from nothing. Had Virgil been alive, a copy of the stage work 
Les Troyens would no doubt have been mailed to Rome promptly on publi¬ 
cation, just as the morning’s post at Stratford-on-Avon would similarly have 
brought Shakespeare the freshly printed score of Berlioz’s Romeo and Juliet 
Symphony, had history and circumstance made contemporaries of the two. 
In an accompanying letter the composer humbly offered Goethe the “obscure 
homage” of his Eight Scenes, imploring indulgence if the great man, ad¬ 
dressed as Monseigneur, found the tribute wanting. He had been bowled 
over by a poetic masterpiece. Voila! Goethe should forgive a young composer’s 
presumptuous imagination. 

As it happened, Goethe consulted his friend Carl Zelter about the score. In 
due course the poet received a scurrilously worded report comparing the music 
to a “fragment of an abortion resulting from a hideous incest.” The Berlioz- 
Goethe correspondence accordingly came to an abrupt end. 

Since much of this music was incorporated into the “concert opera,” or 
“operatorio,” La damnation de Faust, appearing some seventeen years later, 
it is important to note the titles of the set of “scenes”: “Song of the Easter 
Festival,” “Peasants under the Lime Trees,” “Concerts of Sylphs,” “Story of a 
Rat,” “Song of Mephistopheles: Story of a Flea,” “The King of Thule,” 
“Marguerite’s Romanza and Chorus of Soldiers,” and “Serenade of Mephis¬ 
topheles.” Though sometimes stated, Berlioz did not bring the sections un- 
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altered into the later scheme. The first three underwent particularly drastic 
revision. The orchestral excerpts usually grouped on concert programs were 
the work of a wiser and maturer Berlioz. 

The cold reception accorded the Huit scenes de Faust probably explains 
Berlioz’s protracted delay in returning to the subject. The plan of a “Faust” 
cantata was long in his mind, though it was not till early in 1846, while tour¬ 
ing in Eastern Europe, that his project was put on paper. Sections were written 
in Austria, Hungary, Bohemia, and Silesia. Resolved to write most of the 
text himself (the Nerval verses took up only one-sixth of the planned book 
in Berlioz’s estimate), he started confecting verses for his music as he rolled 
along in an old German postchaise. He recounts in his memoirs: 

I began with Faust’s invocation to Nature, not trying either to translate or even 
imitate, but only to use it as an inspiration, and extract ah its musical substance. 
My attempt gave me hopes of being able to continue. 

Nature immense, impenetrable et fiere! 

Toi seule donnes treve a mon ennui sans fin! 

Once launched, I wrote the rest by degrees, as my musical ideas came to me, 
and composed the score with a facility I never experienced with any of my other 
works. I wrote when I could and where I could; in the coach, on the railroad, in 
steamboats, and even in towns. . . . Thus I wrote the introduction, “Le vieil hiver 
a fait place au printemps,” in an inn at Passau. At Vienna I did the Elbe scene, 
Mephistopheles’ song, “Void des roses,” and the sylphs’ ballet. 

He records that while lost one night in Budapest he wrote the choral re¬ 
frain of the “Ronde des Paysans” by gaslight in a shop. In Prague an inspira¬ 
tion seized him in his sleep. So that the idea would not elude him the fol¬ 
lowing morning he jumped out of bed and jotted down the theme for the 
angels’ chorus in Marguerite’s apotheosis, “Remonte au ciel, ame naive, que 
l’amour egara.” The words and music of the students’ Latin song “Jam nox 
stellata velamina pandit,” we owe to a visit to Breslau. Returning to France, 
Berlioz composed the trio “Ange adore dont la celeste image” while visiting 
the Baron de Montville, near Rouen. With the exception of the “Rakoczy 
March,” the remainder of The Damnation of Faust was written in Paris— 
“always improvised,” says Berlioz, “either at my own house, or at the cafe, 
or in the Tuileries Gardens, and even on a stone in the Boulevard du Temple.” 

In the course of this “Faust” Odyssey he insisted that he never sought 
ideas. “I let them come to me,” he affirmed blandly; “and they presented them¬ 
selves in a most unforeseen manner.” After thoroughly revising the score, 
deleting passages, adding others, and rewriting most of it, he set to work 
knitting the sections together “with all the patience and determination of 
which I am capable.” 
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The mere presence of the “Rakoczy March” in The Damnation of Faust 
is a story in itself. Most historians have taken Berlioz to task for transporting 
Faust to Hungary for the sole ostensible purpose of making the stirringly 
scored Hungarian batde song a tolerable intrusion. Berlioz wrote the march in 
Vienna early in 1846 before leaving for Budapest, on the suggestion of a musi¬ 
cal dilettante that the French composer could best curry favor with the Hun¬ 
garians by orchestrating one of their national airs. Shown a collection of 
Hungarian melodies, Berlioz selected the “Rakoczy” and, if he is to be trusted, 
dashed off the rousing composition “in one night.” When premiered in 
Budapest on Feb. 15, the piece was stormily received. Its overpowering effect 
on the audience encouraged Berlioz to find a spot for the march in his 
Damnation of Faust. The accommodation was effected with typical resource¬ 
fulness. Faust prompdy materialized in Hungary and was made to witness the 
charge of the Hungarian army across a plain where he was walking deep in 
thought. Quite expectedly the French composer was charged by netded Ger¬ 
man cridcs with committing mayhem on Goethe’s sancrosanct text Berlioz 
answers the accusation in his memoirs: 

A German cridc found it exceedingly strange that I had made Faust travel to 
such a place. I do not see why I should not, and I should not have hesitated the 
least in the world to take him anywhere else if it would have helped my score. 

I had not bound myself to follow Goethe’s plan, and the most eccentric travels 
may be attributed to a character like Faust without any shock to probability. 

Other critics took up this singular thesis later and attacked me with still greater 
violence for the changes I made in Goethe’s plan! As if there were no other 
“Fausts” rhan Goethe’s! ... I have often wondered why those same critics never 
reproached me for the libretto of my Romeo and Juliet Symphony, which is little 
like the immortal tragedy. No doubt because Shakespeare is not a German. Patriot¬ 
ism! Fetishism! Cretinism! 

The world premiere of The Damnation of Faust in oratorio form at the 
Paris Opera Comique on Dec. 6, 1846, was a heart-breaking failure. This, 
despite Theophile Gautier’s widely circulated dictum, while the work was 
still in rehearsal, that Berlioz, with Hugo and Delacroix, now constituted 
“the trinity of romantic art.” Other “Berliozites” worked day and night to boost 
their idol’s prestige. The event was glowingly publicized as certain to bring 
together “the elite of the worlds of art and elegance.” On the day of the per¬ 
formance the theater was half empty. Bad weather and political disturbances 
were said to account for the poor attendance. 

Berlioz saw at once that all was lost, that his new work was “about to expire 
for want of a public.” The biographer Boschot reviews the composer’s feelings 
thus: “there will be excellent articles, but for what purpose? His genius is 
smothered in isolation. Berlioz without a public spells one thing only, ruin. 
In short, Paris has again rejected him.” The “ruin,” in practical terms, 
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Overture to the Opera "Benvenuto Cellini,” Op. 23 

Like the better known Le Carnavd romain, the Benvenuto Cellini overture 
was written for Berlioz’s opera about the adventurous Italian sculptor and 
goldsmith who has been called half scalawag and half genius. I hat Bn ho/ 
should have composed two overtures for one opera is not surprising. Beethoven 
wrote four for the opera Fidelio. Rossini was different. Often, lacking an over 
ture for a new opera, he would borrow one from an earlier opera. One i .minus 
overture began life as prelude to a serious opera long before it found its right¬ 
ful place at the head of that comic masterpiece The Barber of Seville. 

The opera Benvenuto Cellini was begun in 1844, but it was not until Wv 
that we find the poet Heinrich Heine writing: “From Berlioz we dull soon 
have an opera. The subject is an episode from the life of Benvenuto Cellini, 
the casting of his Perseus statue. Something extraordinary is expected, sour 
this composer has already achieved the extraordinary." Excited over Cellinis 
swashbuckling memoirs and a short story “.Salvator Rosa,” bv the l Jrruuu 
E. T. A. Hoffmann, Berlioz had appealed to the French port Alfred de Vigny 
for a Cellini libretto. De Vigny, deep in other matters, referred the appeal to 
lion de Wailly. The latter agreed to supply the text, hut only after Attgtf.tr 
Barbier consented to collaborate with him. De Vigny suprvhcd the ptmrv,, 
freely criticizing and revising. Whatever the reason—perhaps a plethot a of 
poetic gifts—the result was far from brilliant. “Audiences and units almost 
to a man have found it ineffective, a bore,” wrote Pitts Saiiitom. '1 he ml 
laborators evidently felt that only the wildest flights of fancy would do fot so 
fabulous a figure as Cellini. Enmeshed in the clumsy network of Roman 
intrigue are conspiracies, masquerades, stubbing. 1 ., and cops, liesides the in¬ 
credible casting of the statue of Perseus—allegedly the work of an hotul And, 
finally, “the crowning of the hero’s love for Teresa, the papal Treasurer's 
daughter, with a marriage blessed by Cardinal Salvia! i," 

No opera could breathe with so weighty a millstone alwtut it*; ir.L, The 
novelty, produced at the Paris Op6ra on Sept. U), 18 W, was accoidm>,ly a 
fiasco. Caricaturists flailed Berlioz as the composer of “M.tlvcnuio < -VSSmi," 
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Yet, though the opera was “hissed with admirable energy and unanimity,” 
as Berlioz philosophically records, the overture made out better. In fact, the 
Parisians received it with “exaggerated applause.” Berlioz naturally attributed 
the failure to a bad performance. In his Memoires he notes that Benvenuto was 
“massacred at the Opera.” He never lost faith in the worth and vitality of his 
opera. Subsequent revivals of Benvenuto Cellini have not borne him out. An¬ 
other dismal failure awaited the work when it was produced at Covent Garden 
in 1855. But the two overtures have maintained an independent life of their 
own in the concert repertory. 

Cellini’s ebullient character is given out in an Allegro deciso con impeto 
(G major, 2/2), containing the main motive of the overture. There is an 
abrupt pause. A contrasting slow section (Larghetto, G major, 3/4) based 
on the Cardinal’s stately monologue, “A tous peches pleine indulgence,” 
follows. To this is added part of the “Ariette d’Arlequin” from the opera. 
The buoyant Allegro returns, altered and amplified. Then a fresh lyric theme 
in D major, 2/2, deriving from a love duet between Cellini and Teresa. 

l. b. 


Overture, "Le Carnaval romain” ("The Roman Carni¬ 
val”), Op. 9 

Some years later Berlioz composed a second overture to Benvenuto Cellini, not 
as a substitute forthe original, but as a prelude to the second act. This he called 
U Carnaval romain (The Roman Carnival ). The rollicking saltarello used in 
that part of the opera as the grand carnival dance, dominates the second over¬ 
ture. From the first act of the opera Berlioz borrowed Benvenuto’s aria 
“O Teresa, vous que j’aime,” assigning it first to the English horn (Andante 
sostenuto, C major, 3/4), and later letting the bassoons echo it against the 
saltarello figure in the second violins. Toward the end the brisk carnival motive 
gains full sway over the orchestra. 

The beautiful English horn solo first appearing as the tenor aria can be 
traced even further back in origin than the operatic score. Berlioz first em¬ 
ployed the theme in his cantata ha Mort de Cleopatre, written for the Prix de 
Rome early in 1829 and rejected by the awards jury in July. Berlioz uses the 
suave and swaying theme to illustrate the words, “the bosom of the sea,” 
occurring in the text. As J. H. Elliot points out, such “transfers of thematic 
material,” more or less modified, repeatedly crop up in Berlioz’s music. 

When first performed in the Salle Herz, Paris, on Feb. 3, 1844, with Berlioz 
conducting, the Roman Carnival Overture was so warmly received that it had 
to be repeated on the spot. 



90 


THE CONCERT COMPANION 


Berlioz was an uncompromising stickler for the correct saltarello tempo. 
During the rehearsal of Benvenuto Cellini at the Opera the fiery-tempered 
young genius had clashed hotly with the conductor Francois Antoine Habeneck 
over the proper timing. In the second-act carnival scene the dancers, unable 
to fall in step with Habeneck’s sluggish pace, appealed to Berlioz, who was 
present. “Faster 1 faster! Stir them up!” screamed the composer. In the excite¬ 
ment Habeneck broke a violin bow. “If you were to break fifty bows ” bellowed 
Berlioz, “that would not prevent your time being too slow by half!” Habeneck, 
who was only human, dismissed the orchestra with the words: “Since I am not 
fortunate enough to please Monsieur Berlioz, we will leave off for today. 
You can go.” 

Years later at the Salle Herz premiere of the Roman Carnival Overture , 
Berlioz, glowing with the triumph of having his work encored, spotted Habe¬ 
neck in die audience. Revenge was short and sweet. The conductor had come 
to gloat over an expected Berlioz fiasco. After the encore he looked glum and 
beaten. “Now you can see how it ought to go!” Berlioz snapped. Habeneck, 
he notes down gleefully, “took care to make no reply.” 


L. B. 





Leonard Bernstein 

BORN! LAWRENCE, MASS., AUG. 25, 1918. 

It is impossible for me to ma\e an exclusive choice among the various 
activities of conducting , symphonic composition, writing for the 
theater , or playing the piano . What seems right for me at any given 
moment is what I must do, at the expense of pigeon-holing or other¬ 
wise limiting my services to music . I will not compose a note while 
my heart is engaged in a conducting season; nor wilt I give up writ¬ 
ing so much as a popular song, while it is there to be expressed, in 
order to conduct Beethoven's Ninth . There is a particular order in¬ 
volved in this, which is admittedly difficult to plan; but the order 
must be adhered to most strictly. For the ends are music itself, not 
the conventions of the music business; and the means are my own 
personal problem .— Leonard Bernstein. 


Symphony, "Jeremiah” 

I. Prophecy. II. Profanation. III. Lamentation. 

On Jan. 28, 1944, this work was given its world premiere by the Pittsburgh 
Symphony Orchestra under the direction of the composer. On that occasion 
Mr. Bernstein supplied the program annotator, William E. Benswanger, with 
the following information: 

In the summer of 1939 I made a sketch for a Lamentation for Soprano and 
Orchestra. This sketch lay forgotten for two years, until in the spring of 1942 I 
began a first movement of a symphony. I then realized that this new movement, 
and the scherzo that I planned to follow it, made logical concomitants with the 
Lamentation. Thus the Symphony came into being, with the Lamentation gready 
changed, and the soprano supplanted by a mezzo-soprano. The work was finished 
on Dec. 31, 1942, and is dedicated to my father. 

The Symphony does not make use to any great extent of actual Hebrew 
thematic material. The first theme of the scherzo is paraphrased from a traditional 
Hebrew chant, and the opening phrase of the vocal part in the Lamentation is 
based on a liturgical cadence still sung today in commemoration of the destruction 
of Jerusalem by Babylon. Other resemblances to Hebrew liturgical music are a 
matter of emotional quality rather than of notes themselves. 

As for programmatic meanings, the intention is again not one of literalness, 
but of emotional quality. Thus the first movement (“Prophecy”) aims only to 
parallel in feeling the intensity of the prophet’s pleas with his people; and the 
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scherzo (“Profanation”) to give a general sense of the destruction and chaos 
brought on by the pagan corruption within the priesthood and the people. The 
third movement (“Lamentation”), being a setting of poetic text, is naturally a 
more literary conception. It is the cry of Jeremiah, as he mourns his beloved Jeru¬ 
salem, ruined, pillaged, and dishonored after his desperate efforts to save it. 

The text is from the Book of Lamentations I, i, ii, iii, iv; IV, xiv and xv; 
V, xx and xxi. An approximate translation follows: 

How she sits desolate— 

The city once so full of people— 

She is become as a widow! 

So great among nations, 

Princess among her provinces, 

She has become a tributary! 

She weeps, she weeps in the night, 

And her tears are upon her cheeks; 

There is no comfort among all her lovers; 

All her friends have betrayed her, 

They have become her enemies, 

Judah is exiled through affliction 
And great servitude; 

She dwells among the nations. 

She finds no rest; 

All her pursuers have overtaken her 
In the narrow passes. 

Jerusalem has sinned, sinned greatly. . . . 

They [the sinful priests and prophets] wandered 
Like blind men in the streets. 

Polluted with blood, 

So that their garments could not be touched 
“Depart, unclean,” men cried to them 
“Depart, depart, touch us not!” 

Lord, wilt Thou forget us forever? 

How long more wilt Thou forsake us? 

Turn us unto Thee, O Lord. . . . 

Mr. Bernstein led the New York Philharmonic-Symphony in a New. York 
premiere of the work on Mar. 29, 1944. Jennie Tourel was the soloist. 

The Symphony is scored for two flutes, piccolo, two oboes, English horn, 
two clarinets, E flat clarinet and bass clarinet, two bassoons, contra-bassoon, 
four horns, three trumpets, three trombones, tuba, tympani, snare drum, bass 
drum, cymbals, triangle, maracas, piano, and strings. 
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Leonard Bernstein majored in music at Harvard College, studying composi¬ 
tion with Edward Burlingame Hill, A. Tillman Merritt, and Walter Piston. 
He received his piano instruction from Helen Coates and Heinrich Gebhard. 
He spent two years at the Curtis Institute of Music, Philadelphia, studying 
conducting with Fritz Reiner, orchestration with Randall Thompson, and 
piano with Isabella Vengerova. 

He was a pupil of Serge Koussevitzky in conducting during the first two 
sessions of the Berkshire Music Center, in Tanglewood, becoming his assistant 
in the school’s third session in 1942. Mr. Bernstein conducted various concerts 
in Boston and Cambridge, Mass., and during the season 1944-1945 served as 
assistant conductor of the New York Philharmonic-Symphony Society. 

Besides the Symphony, Mr. Bernstein has composed several works in other 
forms, including a Clarinet Sonata and a song cycle, “Five Kid Songs, I Hate 
Music.” Also he has done an exhilarating score for the ballet, Fancy Free, 
commissioned by the Ballet Theater, a string quartet, and six anti-Fascist songs, 
for which he provided his own texts. 

In addition to these he is responsible for the clever score to the successful 
musical comedy On The Town . He was appointed conductor of the New York 
City Symphony in 1945. R# c 


Suite from the Ballet "Fancy Free 55 

The ballet Fancy Free, with choreography by Jerome Robbins, has been one 
of the most successful productions in the repertory of the Ballet Theater. From 
its engaging score Mr. Bernstein extracted the present music and made it into 
the form of a suite containing, in all, six sections. They are: (1) “Dance of the 
Three Sailors”; (2) “Scene at the Bar”; (3) “Pas de Deux”; (4) “Pantomime” 
(Competition); (5) “Three Variations” (Gallop, Waltz, Danzon); (6) 
“Finale.” 

When the Suite was given its first performance by the Pittsburgh Symphony, 
Mr. Bernstein conducting, on Jan. 14, 1945, the composer wrote the following 
explanation for the concert program: 

From the moment the action begins, with the sound of a juke box wailing be¬ 
hind the curtain, the ballet is striedy Young America of 1944. The curtain rises 
on a street corner, with a lamppost, a side-street bar, and New York skyscrapers 
tricked out with a crazy pattern of lights, making a dizzying backdrop. Three 
sailors explode onto the stage; they are on shore leave in the city and on the prowl 
for girls. 

The tale of how they meet first one girl, then a second, and how they fight 
over them, lose them, and in the end take off after still a third, is the story of 
the ballet. 





Georges Bizet 

BORN: PARIS, OCT. 25, 1838. PIED: BOUGIVAL, JUNE 3, J875. 

The miracle of Bizet's music lies in the fact that it appeals to the 
musically illiterate and to the most fastidious technicians. Such a 
thing is rare in our history . It is very difficult for a musician to dis¬ 
course on what all may understand in a style sufficiently refined to 
interest the most exacting of his hearers .— Emile Vuillermoz. 


Symphony in C major 

I. Allegro vivo. II. Adagio. III. Allegro vivace; Trio. IV. Allegro vivace. 

This Symphony was written in 1885, when Bizet was seventeen years of age. 
He tried his hand at another such work in 1860, a “fantasie symphonique,” 
which he wrote during his stay in Italy as a holder of the Prix de Rome. It was 
revised several times, given its first performance at a Pasdeloup Concert in 
Paris in 1869 and published in 1880 under the tide Roma . 

There are two versions of the discovery of the present work. In an article in 
the French periodical Le Menestrel of Nov. 11, 1938, Paul Bertrand says the 
C major Symphony was “discovered some years ago by our friend Jean 
Chantavoine [French musicologist and for many years General Secretary of 
the Paris Conservatory].” However, the score that was brought out in Vienna 
in September, 1935, by Universal Edition offers an explanatory preface in 
German, French, and English. The English version reads: 

begun Oct. 29, 1855; finished November, 1855. . . . The symphony by Georges 
Bizet has, it is strange to say, fallen into oblivion. The Glasgow music writer, 
D. C. Parker, has called the attention of General Music Director Felix von Wein- 
gartner upon the autograph of the work, which is preserved in the library of the 
Paris Conservatoire, whereupon Mr. Weingartner conducted the world premiere 
of the work in Basel on Feb. 26, 1935. 

Weingartner later conducted the Symphony in Vienna. Paris first heard it 
in June, 1936, under Charles Munch. It was played there again in October, 
1938, as part of the program commemorating the hundredth anniversary of 
Bizet’s birth. Eugene Bigot was the conductor. Sir Hamilton Harty conducted 
its initial performance in England at a concert of the London Symphony 
Orchestra. It was added to the Philharmonic-Symphony’s repertory by John 
Barbirolli on Oct. 17, 1940. 
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It has been pointed out that Bizet, although not showing a great deal of 
originality in this work, still gave evidence to a startling ability to follow the 
best models. The first movement’s two subjects have been likened in spirit, 
if not more, to Beethoven and Mozart, respectively, although the orchestration 
already foreshadows the glittering Bizet of Carmen . 

The slow movement with its mournful oboe theme, against a pizzicato in 
the violas, brings Rossini to the memory of one observer. The movement, as a 
whole, has a maturity not ordinarily found in the works of seventeen-year-olds. 

The First Allegro vivace is a fast minuet, in which the dance is the thing, 
with alternating passages of song to provide contrast. The trio, employing the 
same material, is also dancelike, except that this time it is a sort of peasant 
dance. Afterward, the minuet returns in all its lightness and grace. 

A march episode in the last section recalls the later music of the litde boys in 
Carmen . In general, the beginning of the movement is a perpetuum mobile for 
the first violins. Then the march theme is played against string figures, follow¬ 
ing which a plain and unaffected song acts as a middle part of the exposition. 
The material then is developed, and a climax leads into the recapitulation. 
A cheery coda finishes the work. 

R. C. B. 

^L’Arlesienne” Suites Nos. 1 and 2 

Alphonse Daudet’s tragedy of the French Midi UArlesienne (The Woman 
of Arles ) is remembered today because Georges Bizet wrote the incidental 
music for the original production. The play was staged at the Theatre du 
Vaudeville in Paris on Oct. 1, 1872. Up to that time, Bizet had been gaining 
increasing attention as an opera composer. Already to his credit were Les 
Pecheurs de perles, La jolie fille de Perthe, and Djamileh. However, the opera 
that was to make him world-famous— Carmen —belonged to the near future. 

In Daudet’s play a curious thing happens—or does not happen: the Woman 
of Arles, who motivates the tragic action, never appears, except, to be sure, as 
an enveloping mood of evil fascination. “The fatal Woman of Arles,” wrote 
Pitts Sanborn, “for love of whom the youthful hero takes his life, illumines the 
whole action with her malignant flame, but only the report of her envenoming 
beauty comes like an incantation to Rose Mamai’s farm from the unseen city 
on the Rhone.” It is this Rose Mamai, the anguished mother of the fatally 
smitten boy, who emerges as the play’s actual central figure. Camille Bellaigue, 
the French critic, wrote with shrewd insight of the role of Bizet’s music in this 
tragic setting: 

Everything Is alive; even inanimate objects have a voice and tears. At night, 
the burning plain, before it falls asleep, responds to the cry of the shepherds 
calling home their flocks. A lament arises from the pool of Vaccares and hangs 
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over the waters. Finally, at the nocturnal hour when the youth, mad with love, 
carries out his terrible suicide, the belated guests at his tragic wedding feast go 
their way singing. They sing that old Provencal air, the “March of the Kings,” 
in a lugubrious key—already it has an almost funereal sound—and the shadow 
and deathlike stillness seem to engulf it like a last sigh, a last gleam of life. 

Bizet composed twenty-seven separate pieces for Daudet’s Provencal drama, 
which was withdrawn after its fifteenth performance. From this music he 
selected enough to make a tidy concert suite consisting of four numbers: 
I. Prelude; II. Minuetto; III. Adagietto; and IV. Carillon, which contains a 
chimelike figure persisting for fifty-six measures. This last number depicts the 
peasants' jubilant celebration of the feast of St. Eloi. 

After Bizet’s death Guiraud compiled a second suite from the remaining 
material. This included I. Pastorale; II. Intermezzo; III. Minuetto (No. 2); and 
IV. Farandole, in which Bizet brings in the famous Provencal dance, said to be 
of Greek origin. In dancing it the couples move in a procession headed by 
musicians playing the galoubet and tambourin, native instruments of Provence 
and the Languedoc. The man in the first row signals the couples behind him 
with a flag, handkerchief, or ribbon. 


L. B. 





Marc Blitzstein 

BORN: PHILADELPHIA, MAR. 2 , I905. 

No matter what one may thin\ of Blitzstein s political views, it is 
only fair to say that whatever the effect of his music on politics, the 
effect of political beliefs on his music has been to give it a conviction 
and a direction which it had hitherto seemed to lac \.— John Tasker 
Howard. 


Symphonic Poem, "Freedom Morning 55 

This work was premiered in the Royal Albert Hall, London, on Sept. 28 , 1943 , 
at an Anglo-American concert sponsored jointly by the United States Army 
and Lord Beaverbrook’s Daily Express . Taking part in the program were the 
London Symphony Orchestra, led by the Technical Sergeant Hugo Weisgall; 
Roland Hayes, Negro tenor, a Negro chorus, composed of 200 members of 
aviation engineering units stationed in England. Mr. Blitzstein, who penned 
the score for that concert, later wrote The New Yor\ Times a letter, in which 
he traced the growth of Freedom Morning and told of his work with the Negro 
choristers: 

When back in 1937, Orson Welles and John Houseman produced my musical 
play, The Cradle Will Roc\, I discovered for the first time the immense versatility 
and adaptability of Negro singers and actors. During the past few weeks I have had 
the opportunity to find out more about their talents. I have been living with the 
United States Army Negro Chorus stationed somewhere in England. I have 
coached them in Earl Robinson’s “Ballad for Americans” and their own spirituals, 
while at the same time composing an orchestral work, Freedom Morning, dedicated 
to them. 

My orchestra work was composed in a super-sized Nissen hut used for the 
showing of movies and for Chaplain William Perkins’ Sunday services. Ordinarily 
I’m crochety about the conditions under which I write music; I must be hermeti¬ 
cally sealed from the outside. I can bear no disturbing sounds—certainly not some¬ 
one else’s music! There, to my great surprise, I worked steadily and swiftly on 
Freedom Morning with a dozen Gi’s almost crawling over me, relaxing, work¬ 
ing, snoring (a foot from my ear), booming out their tunes, peering over my 
shoulder as I wrote and played. At one point in the music, a passage close to their 
own rhythms, one man in fatigues produced a pair of drumsticks, and tapped out 
on his lap a beat which I straightway incorporated into the score. 

The speed and ease of writing may have been partly due to the fact that L 
hadn’t written a concert work in a long time and was hungry to do one. It also 
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was influenced by the ease and flow of the men themselves, and the contagion of 
their spirit. This was their piece I was writing, and here they were. 

Freedom Morning is dedicated to “all Negro troops in the service of the 
United States.” Traditional Negro folk themes are woven into Mr. Blitzstein s 
tribute, besides some swing sequences and the two spirituals, “My Lord’s Goin’ 
to Rain Down Fire” and “When the Stars Begin to Fall.” 

The work was given its American premiere by the Philadelphia Orchestra, 
Saul Caston conducting, at the Academy of Music, Philadelphia, on Friday 
afternoon, Apr. 14, 1944, and repeated Saturday evening, Apr. 15. 


Film Suite, "Native Land” 

The Suite is part of a score for the full-length documentary “Native Land,” 
made in 1941 by Frontier Films, Inc. It was composed during the fall and 
winter 1940-1941, in a cutting room in the very heart of New York’s Broadway 
district. 

Mr. Blitzstein writes: 

The subject matter of the film was taken from the files of the so-called “LaFol- 
lette Civil Liberties 5 ’ investigation, and is part fictional, part actual. Paul Robeson 
is the narrator (although one never sees him in the film itself); and so I found my¬ 
self writing songs for him as well as incidental music. 

I think of Native Land as my most ambitious film score to date. There are 
about fifty minutes of music, of which about twenty-five are used in the Suite. 
The numbers are as follows: “The Fathers”; “Mulberry Street”; “Dusty Sun” 
(for baritone and orchestra); “American Day” (for baritone and orchestra); 
“Parade; Hooded Legion”; “Memorial Day”; “Funeral”; “Finale.” 

The music is scored for flute, piccolo, oboe, English horn, two clarinets, tenor 
saxophone, bassoon, two trumpets, trombone, piano, percussion, and strings. 

Three excerpts of the Suite were performed privately by Howard Hanson 
and members of the N. Y. Philharmonic-Symphony on May 17, 1946, when 
Mr. Blitzstein was awarded a grant of $1,000 by the American Academy of 
Arts and Letters. The full concert Suite was first publicly performed on a 
Philharmonic-Symphony program led by Laszlo Halasz at the Lewisohn 
Stadium on July 10, 1946. 

Among Mr. Blitzstein’s other works are the operas The Cradle Will Roc\ 
and No for an Answer; incidental music for plays; scores for films (“Hands,” 
“Surf and Seaweed,” “Valley Town,” “Night Shift,” “Spanish Earth”). 

The Airborne, a symphony for Speaker, Baritone, Tenor, Male Chorus, and 
Orchestra, was performed on Apr. 1, 1946, by the New York City Symphony 
at the City Center. Leonard Bernstein conducted. 





Ernest Bloch 

born: geneva, Switzerland, july 24, 1880. 

In this age of the gradual materialization of art, Ernest Bloch is as a 
voice crying in the wilderness . 1C he voice is that of a Hebrew prophet . 
—Marion Bauer. 


Symphony, "Israel,” for Soprano, Contralto, Baritone, 
Women’s Chorus, and. Orchestra 

Composed in Europe between 1912 and 1916, the Israel Symphony was pre¬ 
miered on an all-Bloch program given by Arthur Bodanzky and the Society o£ 
the Friends o£ Music in Carnegie Hall on May 3, 1917. Mr. Bloch, who shared 
the podium with Mr. Bodanzky at that concert, conducted the symphony. Later 
he dedicated the published score to Mrs. J. F. D. Lanier, president and founder 
o£ the Society. It was then announced that the composer’s original intention 
had been to supplement the score with a contrasting section. This was to 
express rejoicing over the “redemption of the Jews.” The section already 
written was designed, in part, as a meditation on the “sorrows of the Jews.” 
It was pointed out that Mr. Bloch had the traditional Hebrew service of Yom 
Kippur (The Day of Atonement) in mind. 

Later Block decided to give up the idea of writing a sequel. Questioned on 
this point, Mrs. Lanier divulged the following facts: 

Bloch considered only the first part had been written. . . . After the war was 
over and the real horrors, the moral degradation of the world, were exposed to 
humanity seeking solace from the heartbreaking effects of the terrible holocaust, 
Bloch’s whole nature revolted at the hypocrisy, greed, and mental degradation 
from which the veil had been torn by relentless hands, and the second part, 
expressing joy in the redemption of the Jewish people, has never been written, he 
tells me, and never will be. 

Later Mr. Bloch wrote the Philharmonic-Symphony that he had undergone 
no change of heart in his world view of an ethical problem. 

When I composed this work, the world was about in the same predicament as at 
present. Plus ga change, plus cest la mime chose. Humanity does not change very 
much, indeed. A few more additions to so-called “progress,” more speed, more 
inventions, new bombers, robot bombs, more devilish weapons, it is true, and, 
morally, more regression also. The same hypocrisy prevails, the same fallacies 
and, probably, the same vain hopes for a “better world.” But this refers more to 
Schelomo— The Ecclesiastes: Vanity of vanities, all is vanity— than to Israel 
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the concert companion 

Mr. Bloch further communicated: 

I intended first to call this work “Fetes Juives,” but I hesitated, and it was 
Komain Roll and who suggested Israel Of course, what I meant by “Fetes Juives” 
was rather the symbolic meaning of these festivities. The first movement, “Yom 

1 PP ur ? the Day of Atonement, a retour sur soi-meme, qualms of conscience. . . . 

t seems to me that nowadays more than ever Man may atone for his follies. The 

secon part of the work is more contemplative, serene, a kind of prayer, in the 
desert, perhaps. 

As for the musical idiom,” I was never much preoccupied by the prevalent 
sty es of the moment, the accredited theories or fads, and I wrote my music just as 
? SCar sa ^ : h is only the modern that ever becomes old-fashioned; 

no ing is so dangerous as being too modern; one is apt to grow old-fashioned 
quite suddenly. Let us hope that this may apply to Israel also. 

. ^ Seat'd this work only three times, since it was composed: when I conducted 
it myself in New York and Philadelphia [1917-1918] and later in Turin, Italy, 
1932. I have not opened my score since. 

Though a single unit, the Symphony falls into three sections: a slow intro¬ 
duction marked Lent et solennel, evoking a dirgelike mood of meditation, the 
theme given out by solo horn, oboe, and viola; an Allegro agitato (D minor, 
3/4), in which the main theme—of bold, barbaric character—is first announced 
by the flutes, English horn, clarinet, and high strings; and an Andante mode¬ 
rate 4/4, which follows a fierce climax and brings in the voices. Called a “fresco 
of Hebrew struggle,” the Allegro agitato has been described as follows: 

Its agitation and pulsation fill the auditor’s mind with a profusion of vivid 
impressions. . . . Moses acceptance of the law of mankind. . . . The heresy at the 
foot of Mt. Sinai. . . . The reign of the Kings. . . . The feasts of joy. . . . The 
skirmishes with hostile neighbors. ... The destruction of the Temple. 

Suddenly this excitement subsides. A prayerlike plaint is sounded by the bas¬ 
soon, echoed by the English horn, clarinet, first violin, harp and solo viola. One is 
haunted as by an appeal for life—as if a voice were gasping, strangled. The ener¬ 
getic first theme returns, bringing an enigma of wild unrestraint. Elation, gaiety, 
and other vanities appear on the threshold. 

The music moves through a heaving sea of celebration, until the early medi¬ 
tative mood returns in a transitional passage marked Calme. What follows is a 
formal reprise, clearly reviewing the original material. There is .a cyclic return of 
the theme of the introduction, preparing the way for the final supplication to God. 

This huge climax is enhanced by Bloch’s use of the human voice. The voices 
are placed in such a position as to create an effect of prayer coming from other¬ 
worldly regions. The everlasting cry of the Jew is iterated by woodwinds and 
French horn as the symphony ends. 

The following text is used: 
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Sopranos and Altos: 

Sopranos: 

Alto solo: 

Soprano: 

Sopranos and Altos: 
Bass: 

Alto and Bass: 


Adonai, my Elohim, 

O my Elohim! 

Allelouyah! O my Elohim! 

Hear Thou my voice, my Elohim. 

Hear my prayer. 

O I implore Thee, O my Elohim, 

Thou art my refuge. 

I implore Thee, 

In Thee I trust, 

I am steadfast, O my Elohim! 

Hm [with closed lips] 

Allelouyah! 

Adonai, my Elohim! 

O my Elohim, Thou art my refuge. 

Hear Thou my prayer, O hear my crying. 
In Thee I trust, O my Elohim! 

I am steadfast. 


The score calls for four flutes (two interchangeable with piccolos), three 
oboes, English horn, three clarinets, bass clarinet, three bassoons, contra- 
bassoon, six horns, four trumpets, three trombones, tuba, three or four tympani, 
bass drum, cymbals, side drum, two harps, celesta, triangle, low tam-tam, and 
strings (with at least four double basses sounding low C), besides four women’s 
voices (two sopranos and two altos), and solo bass. Bloch instructs that the 
voices be “placed among the instruments, or at the rear of the platform.” 

As an “orchestral drama,” the Israel Symphony was produced by Alice and 
Irene Lewisohn and their Neighborhood Playhouse group at the Manhattan 
Opera House early in May, 1928, Nikolai Sokoloff and the Cleveland Orchestra 
rendered the music while mimes enacted a dramatized version of the traditional 
Jewish ceremony. The stage set showed the Wailing Wall at Jerusalem. An 
assembly of grieving believers finally receive the revelation of the Atonement, 
as a divine light falls on the sacred scroll of the Torah. Writing of the Israel 
Symphony at that time, Olin Downes, of The New Yor\ Times, mentioned 
“the mystic and rhapsodic spirit of the composition; its passion and fury, its 
wild denunciations, the haunting beauty of certain pages, the barbaric defiance 
of others.” For Bloch, he went on, “does not always write of an Israel repentant 
and in ashes. Sometimes he prophesies war.” 

David Ewen, in his book Modern Composers, writes: 

Something of the ecstasy of the Hebraic prophet has molded the artistic career 
of Ernest Bloch. No Biblical Jeremiah consecrated himself to the pronouncement 
of prophetic truths with more passionate idealism and self-abnegation than Bloch 
to the composition of music. To Bloch, the creation of music in general—and 
Hebrew music in particular—has been a sacrosanct mission. 
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It has been recorded that as a child Bloch wrote upon a slip of paper a vow 
that he would devote his life to music. This slip of paper he placed under a mound 
of rocks over which he burned a ritual fire. Bloch’s career, thus launched, as¬ 
sumed in his eyes the aspect of religious consecration. And a consecration it has 
remained to the present day. 

The Israel Symphony comes midway in the Jewish Cycle of Bloch’s compo¬ 
sitions. In the first of them, Three Jewish Poems, the composer admits a certain 
restraint in the orchestral writing: “I held myself back. More representative 
of his whole personality were the Psalms, Schdomo, and Israeli l hesc* he I eels, 
stemmed from “the passion and the violence that I believe to be characteristics 
of my nature.” Generally regarded as the crowning work of the Cycle, the 
Avodath Ha\odesh (Sacred Service), composed in 19324934, has been termed 
by Marion Bauer “the quintessence of Bloch’s life experience as man and artist” 
In it Bloch hoped to create “A song of Faith for all humanity.” 1 hough he 
tensely Jewish in its roots, its message seemed to him “a gift of Israel to the 
whole of mankind, embodying a philosophy acceptable to all men.” 

Said Mr. Downes, “the implications of the work far transcend those of 
liturgical observance”—-a statement Bloch would doubtless endorse for the 
whole Jewish Cycle, for his artistic creed has embraced all life, experience* and 
aspiration. 

I** B* 

"Three Jewish Poems” 

Dance. Rite. Funeral Procession. 

This music, consisting of three sections, Dance, Ritual and Funeral Procession, 
was composed between August and Scpteml>er, Ml, at Sacigy, near Geneva. 
However, it did not obtain its premiere until Mar. 21, I*>17, when the eomjnwr 
himself conducted it at a concert of the Boston Symphony Orchestra in Boston. 
It is dedicated to the memory of the composer’s father. 

The score calls for two flutes, piccolo, two oboes, English horn, two clarinets, 
two bassoons, contra-bassoon, four horns, three trumpets, three tromljottes and 
tuba, tympani, snare drum, bass drum, cymbals, deep drum, triangle, (am taut, 
glockenspiel, chimes, harp, celesta, and strings. 

The composer has detailed his program for the music as follows: 

DANCE 

Night. Round multicolored fires, members of the triite are squatting; the mua 
cians improvise. A woman, half-dressed, suggests the movements of a dame. 

Suddenly she stops, hesitating ... as though listening to an mu*« v a r . , , 
and then in silence she begins her real dance, at once languorous and mysterious 
then somber and ardent, as though performing a rite. , . . 
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Has she perceived the profound sources of Life? And does she seek to reveal 
them by her gestures? . . . More and more agitated, she seems to struggle against 
this inner demon; litde by litde she yields to it, with more passionate ardor, and 
lets herself be possessed by it, and, intoxicated, overwhelmed, she sinks down, 
swooning. 

Her companions approach . * . and try to revive her. 

The dance resumes. ... It is almost like a ceremony for Astarte and Baal, 
which the crowd, excited in its turn, now frantically joins. 

RITE 

A procession of priests advances serenely to the strains of a broad melody. 
They arrive before the altar; the priesdy trumpets announce the sacrifice, at first 
mysteriously, then little by litde more ardendy, fanatically: a solemn rite is to be 
performed, and Jehovah is about to manifest himself in His terrible grandeur. 
Suddenly, with a peal of thunder, a column of fire kindles the altar. The crowd, 
terrified, prostrates itself, covering their faces, before the Presence, august and 
mysterious. . . . 

Then calm returns. ... A very sweet and ecstatic melody mingles with the 
blue fumes of the sacrifice. ... A profound mystery spreads over everything. . . . 

The priests resume their march. . . . But, after this communion with God, the 
human soul is purified, ennobled. It is suffused by divine love; a great calm and 
sweet peace reign and the deep faith of the soul expands in a song of gratitude. 

FUNERAL PROCESSION 

1. The Poem of Death .—A procession, cold, icy, and mournful; then sinister, 
implacable accents, and the desperate resistance of Man to the idea of death. . . . 

The terrifying summons of the trombones: It is Death itself, which claims its 
due, its prey. . . . Man tries to tear himself from his cruel destiny, but his sorrow, 
his lamentations, are in vain . . . the irrevocable summons cries out to him: “It 
must be ... it must be. . . .” 

2. A mystic song arises, a consolation; perhaps a wish to accept, for the sorrow 
remains latent—one wishes to believe, one tries to hope—but the heart remains 
heavy and full of tears. 

But this struggling, desperate anguish ends by overcoming everything. The 
summons of Death sounds again implacably. ... A last supplicating gesture 
... the horror of facing reality . . . this is the bitter, unbounded sorrow of see¬ 
ing those whom we have loved disappear forever . . . “Nevermore . . . never- 

y> 

more. . . . 

Their bodies are taken away. Every trace of the corporeal is effaced, and Man 
remains alone, lost, haggard. . . . He groans • • • he sinks to the ground, over¬ 
whelmed by sorrow, without resistance. . . . 

Then a song of ineffable sweetness arises, calm, serene, mystic. ... Well be¬ 
yond human suffering. ... Is it hope? Consolation, ... the song does not 
speak to us of another Life ... nor does it deny one. It tells us perhaps that 
none of our efforts, of our struggles, are lost. . . . The smile, the goodness, the 
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tenderness of our dead survive . . . they are still with us . . . they still seem 
to lean towards us ... we feel their gaze, the warmth of the hands that are no 
more. . . . 

In the distance ... the “Dance” is heard ... as if Life were resuming—as 
if under a veil—as if it were hardly possible . . . and once more the motive of 
the mystic procession. . . . 

And it is Acceptance. Man no longer resists, no longer suffers. He yields. And 
the procession becomes incorporeal, no longer seems hostile or cruel. ... It is 
the law. . . . 

And it is also Peace, which descends upon us. . . . 

R. c. B. 


"Schelomo” ("Solomon”): Hebrew Rhapsody, for Cello 
and Orchestra 

Composed during January and February, 1916, at Geneva, Schelomo is one of 
several works of Bloch’s “peculiarly Hebraic in character.” As he himself wrote: 

It is not my purpose, not my desire, to attempt a “reconstitution” of Jewish 
music, or to base my works on melodies more or less authentic. I am not an 
archaeologist. I hold it of first importance to write good, genuine music, my 
music. It is the Jewish soul that interests me, the complex, glowing, agitated soul, 
that I feel vibrating throughout the Bible; the freshness and naivete of the 
Patriarchs; the violence that is evident in the prophetic books; the Jew’s savage 
love of justice; the despair of the Preacher in Jerusalem; the sorrow and immensity 
of the Book of Job; the sensuality of the Song of Songs. All this is in us; all 
this is in me, and it is the better part of me. It is all that I endeavor to hear in 
myself and to transcribe in my music: the venerable emotion of the race that 
slumbers way down in our soul. 

Just before he came to this country, the composer met the cellist Alexander 
Barjansky. In the latter’s home, in Switzerland, he saw a wax sculpture of 
King Solomon, made by the cellist’s wife Catherine. That sculpture was the 
inspiration for this orchestral rhapsody, which Bloch then wrote in a few weeks 
and dedicated to Barjansky. 

Schelomo was given its first performance by the Society of the Friends of 
Music, with Hans Kindler as the soloist, on May 3, 1917, at Carnegie Hall. 
The Philharmonic-Symphony added the piece to its repertory with the 
performance given, also in Carnegie Hall, on Feb. 19, 1931, when Alfred 
Wallenstein played the solo part and Bernardino Molinari conducted. 


r. c. B. 





Luigi Boccherini 

BORN: LUCCA, ITALY, FEB. 19, 1 743. DIED! MADRID, MAY 28, 1805. 

In all probability Boccherini s name will long live by reason of a 
minuet from a string quartet .— Philip Hale. 


Symphony in A major 

I. Allegro assai. II. Menuetto: Allegro. III. Andante. IV. Finale: Allegro 
ma non troppo presto. 

Although Luigi Boccherini wrote over 500 works, he is known today chiefly 
as the composer of a cello concerto and a minuet. Five hundred, however, is 
scarcely a patch on the huge output of Christoph Graupner, who was a con¬ 
temporary of Bach’s, for that worthy delivered himself of more than 1,300 
church works, 116 symphonies, 80 overtures, 50 concertos, and just too many 
others. “Beside fecundity such as this,” says Lawrence Gilman, “Haydn is a 
dawdler ” And Hadow, remarking on assembly-line production by the early 
symphonists, observes that “The manner in which symphonies were poured 
out, in sets of six and otherwise, by numerous composers during the eighteenth 
century puts utterly out of question the loftiness of aim and purpose which has 
become a necessity since the early years of the nineteenth century.” 

Hadow, of course, refers to the multitude of forgotten men, whose music is 
never nowadays—and who knows whether it will ever be—played. Boccherini, 
for all his prolificness was a most serious musician and an acclaimed virtuoso 
of the cello. 

In 1768, or thereabouts, the Spanish Ambassador at Paris, who was a gifted 
and very industrious musical amateur, urged Boccherini to try his fortunes in 
Madrid where, the dignitary promised enthusiastically, there would be a cordial 
welcome awaiting him from the Prince of the Asturias (who later became 
Charles IV). 

The Ambassador had overcalculated, for on the Italian composer’s arrival in 
Madrid (he was accompanied by the violinist Filippo Manfredi) he looked 
in vain for either princely or kingly reception. However, it was the Infante 
Don Luis, brother of the King of Spain, who became his patron. To him 
Boccherini dedicated his Symphony in C major, as well as six quartets (Op. 6) 
on whose title page he described himself as “Compositore e virtuoso di camera 
di S.AJR.. Don Luigi Infante d’lspagna” He held that high position until the 
death of the Infante, in 1785, and later found another patron in the Marquis 
Benavante. When, in 1787, he dedicated a work to Friedrich Wilhelm II of 
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measure of lilting quality. This part is made longer in its reptilian, alter wlmh 
there is a trio, a kind of leaping, skipping dance for flute solo and a*m» lor 
flute and first violins. At its conclusion the minuet returns. 

The third movement, Andante, opens with a melodious song for oW am 
solo viola, accompanied by the strings. Full orchestral chouh are nuapo-xd 
between this and a succeeding passage in which tire first violin* take up Me 
melody. A middle section is in the minor. The main tune again takes us pU r 
with the oboe and solo viola. 

The fourth movement, Allegro ma non troppi presto, starts welt a romWtlr 
melody for violins. It spreads suddenly to all corners of the oiihrstra, with no 
lessening of the melodic character in this larger form. A ■*<*,mid them* fin 
strings is in imitation, and the development section starts with if in 1 mi.oohi 
and violins. The first subject is sweetly developed, followed by the tr, ajnnila 
tion. The movement closes, after a few soft violin measures, with thtee 
sonorous chords. ,. t fti 




Alexander Borodin 

BORN! ST. PETERSBURG, NOV. 12, 1 833* DIED* ST. PETERSBURG, PEB. 28, 1887* 

We old sinners, as always, are in the whirlwind of life—professional 
duty, science, art . We hurry on and do not reach the goal. Time flies 
li\e an express train . The beard grows gray, wrinkles ma\e deeper 
hollows . We begin a hundred different things . Shall we ever finish 
any of them ?— Alexander Borodin, 


Symphony in B minor, No. 2, Op. S 

I. Allegro. II. Prestissimo. III. Andante. IV. Allegro. 

Among the astonishing facts about the B minor Symphony is that it was, 
virtually, the work of a musical amateur—of a man who by profession and 
even preference was one of Russia’s foremost experimental chemists. Borodin 
was also a noted surgeon and founder of the first Russian School of Medicine 
for Women, besides being a brilliant lecturer and writer on chemistry. When 
he said to a friend, “I love my profession,” Dr. Borodin was not alluding to 
music. But he cherished his hobby fondly. Even during laboratory hours he did 
not forget that he was also a musician. At intervals he would hum or sing fresh 
themes to himself. While writing a treatise on chemical groupings, he might 
jot down a symphonic idea. During the summer months he would indulge his 
avocation freely, though he never abandoned chemical research for long. In 
winter he composed mainly when sick. Musical friends were urged never to 
say, “I hope you are well,” but “I hope you are ill.” Illness meant so much extra 
time for his hobby. 

About this versatile genius, equally adept in two widely separated fields, 
Rimsky-Korsakoff once wrote: “It broke my heart to see how completely his 
life was filled with self-denial owing to his own inertia Despite Borodins 
relatively modest output in music, inertia seems hardly the word. A full-time 
surgeon-consultant and chemist who could also turn out a massive, though 
unfinished, opera (Prince Igor ), a brilliant symphonic poem (On the Steppes 
of Centred Asia), two symphonies, plus two movements of a third, besides 
composing chamber music and the words and music of several songs, would 
seem to have been anything but inert . 

Thus, it is easy to see why the B minor Symphony came into being only after 
six long years of intermittent toil. A performance was promised by the 
St. Petersburg Musical Society for early in January, 1876. What might have 
been expected in Borodin’s double life happened. In the hectic whirl of lectures, 
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consultations, research, and illness, Borodin lost the manuscript of the first and 
last movements. There were still some days to go. So, the diligent doctor 
buckled down to the dismal work of reorchestration. As a crowning touch of 
irony Borodin took sick, ran up a high temperature, and suffered one of his 
frightful sieges of headache. We have a self-portrait of the ailing man feverishly 
penciling the two movements in bed. Borodin was being factual, not facetious, 
when he exclaimed: “Never has a professor of the Academy of Medicine and 
Surgery been found in such a position!” 

Despite his thorough early training and a strong creative urge, Borodin’s 
musical career, hampered as it was, might have remained purely potential had 
it not been for outside influence and prodding. Linked with the B minor 
Symphony, for instance, are several great names, beginning with that of 
Balakireff. By prompting Borodin to write a symphony, Balakireff boasted of 
having cured him of “considering himself an amateur and not putting much 
faith in the importance of his compositions.” Next, Stassoff, the critic, helped 
arouse Borodin’s nationalist fervor by acquainting him with the “Prince Igor” 
literature. From that reading sprang not only the opera, but also the B minor, 
which Stassoff dubbed “the Paladin Symphony.” Borodin later told Stassoff 
that the ruggedly barbaric first movement pictured the gathering of ancient 
Russian princes; that the Andante harked back to the songs of the early Slav 
minstrels ( bayans ); and that the Finale was intended to evoke a banquet of 
legendary heroes, held amid the rejoicing populace. By thus exciting his interest 
in the balladry of medieval Russia, Stassoff fostered Borodin’s development as 
a main exponent of the “nationalist” Russian school of program music. 

Still another name in the evolution of the B minor Symphony is that of 
Rimsky-Korsakoff. In his autobiography, Rimsky blandly advances the claim 
that the much revised B minor Symphony “was reduced to its final form by 
the composer principally under the influence of our talks about orchestration.” 
Rimsky, while commenting on some “heaviness” in the orchestration, espe¬ 
cially in an earlier version, speaks warmly of the “bold handling of the brass.” 
What “heaviness” there was in the version first played by Napravnik prompted 
the critic Ivanov to write: “Hearing this music, you are reminded of the ancient 
Russian knights in all their awkwardness,” adding, however, “and also in all 
their greatness.” Borodin “considerably lightened” the Scherzo for the revision 
later used at one of Rimsky’s own concerts. Rimsky, incidentally, agreed with 
Stassoff in calling the B minor a “Paladin Symphony,” hence a “program” 
symphony, though he was unable to relate the “Scherzo”—with the exception 
of the Trio—to the scheme and spirit of the rest. 

The cycle of celebrities closes with the name of Franz Liszt. Borodin visited 
Liszt in Weimar in the summer of 1877. The great man was then eagerly 
following the rise of musical nationalism in Russia. Together they played a 
piano arrangement of the B minor Symphony. Liszt was enchanted, insisting 
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that Borodin alter nothing, no matter what he heard against the score. While 
he dwelt at length on its “perfect logic of construction,” what most struck him 
was its unabashed daring. “It is vain to say that there is nothing new under 
the sun; this is quite new,” he told the speechless Borodin. “You would not 
find this, or this, in any other composer,” he went on, indicating certain pas¬ 
sages. “Yesterday a German came to call on me. He brought me his third 
symphony. Showing him your work, I said: ‘We Germans are still a long way 
from this. 9 99 

Waxing more and more fervid, Liszt then exclaimed: “No! You Russians 
are indispensable to us! Without you I am powerless. You have a quick and 
vital spring within you; the future belongs to you.” Thanks partly to Liszt, the 
symphony soon made the rounds of European concert centers. The earliest 
American performance seems to have been one in Cincinnati during the season 
of 1898-1899. “If there is any symphony that can be called preeminently virile 
and Russian,” wrote Paul Rosenfeld in 1920, “it is assuredly Borodin s Second 
—a judgment few would care to dispute even in 1944. ^ 

Excerpts from "Prince Igor” 

I. March. II. Dance of the Young Maidens. III. Polovtzian Dances. 

Ironically Borodin did not complete Prince Igor himself, though he had 
devoted years of research into the history, customs, and vagaries of the 
Polovtsians, a people of Central Asia around whom the dramatic subject 
evolves. It was completed by Rimsky-Korsakoff and Glazounoff, both of whom 
labored long and lovingly on the remaining unorchestrated portions, as well as 
on the development of certain sketches made by Borodin. 

The idea for the piece was suggested to Borodin by the Russian critic 
Vladimir Stassoff. That was in 1869. Twenty-one years later, on Nov. 4, 1890, 
Prince Igor was given its premiere performance at St. Petersburg. Borrowing 
a good deal of the thematic material for the dances and choruses from actual 
melodies of tribes, Borodin placed them in the second act of his work. 

Borodin and Stassoff collaborated on the libretto, which is mostly derived 
from the Epic of the Army of Igor, an apocryphal early Russian poem which 
appeared in 1800 and was regarded by many Russian scholars as a literary 

fraud. 

The action of the opera takes place in twelfth-century Russia. Prince Igor 
Severski, setting out on a campaign against the Polovtsians, leaves his wife 
Jaroslavna in the care of his brother-in-law. Prince Galitzky. Igor’s son Vladimir 
accompanies him on the expedition. During their absence Galitzky, together 
with two deserters, concocts a plot for the overthrow of the government, and 
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when Jaroslavna hears of it she denounces him. Almost at the same time the 
news arrives announcing Igor s defeat. 

Igor and lus son, in the meantime, are being regally entertained by their 
conqueror, the Khan Konchak. And Ovlour, a Polovtsian convert to Chris¬ 
tianity, even offers Igor and Vladimir an avenue of escape. But the prisoners 
refuse, at first, being too honorable for such underhanded devices. Not the 
least important reason, however, is the fact that Vladimir has fallen in love with 
Konchakovna, the Khan’s daughter. 

When some Polovtsian warriors return from Igor’s capital city Poutivle with 
many prisoners and much booty the royal captives change their minds and 
make the break for freedom in the company of Ovlour. But Litde Koncha¬ 
kovna, who is informed of the attempt, turns them in, loving Vladimir as much 
as she does. Vladimir is captured, but Igor and Ovlour get away. The last 
scene shows the return of Igor to his wife, “who is weeping amid the ruins of 
her palace.” 

The dances, which are so well known in the concert hall, take place in the 
opera during the festivities in honor of Igor and Vladimir at the Polovtsian 
camp. 

r. c. B. 

Orchestral Sketch, "On the Steppes of Central Asia” 

Prefacing the score of this “orchestral sketch” is the following description of 
the picture Borodin sought to evoke: 

Out of the silence of the sandy steppes of Central Asia come the sounds of a 
peaceful Russian song. Along with them are heard the melancholy strains of 
Oriental melodies, then the stamping of approaching horses and camels. A cara¬ 
van, accompanied by Russian soldiers, traverses the measureless waste. With full 
trust in its protective escort, it continues its long journey in carefree mood. On¬ 
ward the caravan moves. The Songs of the Russians and those of the Asiatic natives 
mingle in common harmony. The refrains curl over the desert and then die away 
in the distance. 

We have Borodin’s own word for it that whatever European prestige he 
enjoyed as composer he owed to this tone picture of the Asiatic plain. To his 
friend Gavrouschkiewitch he wrote in May, 1886: 

The most popular of my works abroad is my symphonic sketch Dans les steppes 
de YAsie centred . It has made the rounds of Europe from Christiania to Monaco. 
In spite of its patriotic program—the success of Russian arms in Asia—the work 
has been encored almost everywhere and often repeated by request, as at the 
Strauss concerts in Vienna and the Lamoureux concerts in Paris. 
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Borodin wrote the “sketch” in 1880 for the twenty-fifth anniversary of the 
reign of Czar Alexander II, which explains the reference to “patriotic program.” 
Among the imperial festivities was an exhibition of tableaux vivants, “living 
pictures,” drawn from episodes in Russian history. Central Asia, with its teem¬ 
ing legend and brooding expanse, long fascinated Borodin. His opera Prince 
Igor is a tribute to the exotic mystery and mingled culture of the region. In 
much of Borodin’s music we sense the ominous stillness of the vast waste, with 
its wandering tribes and plodding camels, and remember Shelley’s line, “the 
lone and desert sands stretch far away.” 

A year after composing On the Steppes of Central Asia, Borodin paid his 
second visit to Liszt at Weimar. Thoroughly enchanted with the work, Liszt 
persuaded Borodin to make a four-piano arrangement before he tackled any¬ 
thing else. The dedication of the “orchestral sketch” is to “Dr. F. Liszt.” The 
scoring calls for two flutes, oboe, English horn, two clarinets, two bassoons, 
four horns, two trumpets, three trombones, tympani, and strings. 


L. B. 



Johannes Brahms 

BORN: HAMBURG, MAY % 1833, DIED! VIENNA, APR. 3, 1897. 

Many new and remarkable talents have made their appearance, and 
a fresh musical power seemed about to reveal itself among the many 
aspiring artists of the day, even though their compositions were 
\nown only to the few . I thought to follow with interest the pathway 
of these elect; there would, there must, after such promise, suddenly 
appear one who should utter the highest ideal expression of his time, 
who should claim the Mastership by no gradual development, but 
burst upon us fully equipped, as Minerva sprang from the brain of 
Jupiter . And he has come, this chosen youth, over whose cradle the 
Graces and Heroes seem to have \ept watch . His name is Johannes 
Brahms .— Schumann, in the Neue Zeitschrift fur Musi\, Oct . 28, 
1853. 


Symphony in C minor, No. 1 , Op. 68 

I. Un poco sostenuto; Allegro. II. Ajidante sostenuto. III. Un poco alle¬ 
gretto e grazioso. IV. Adagio; Piu andante; Allegro non troppo, ma con 
brio; Piu allegro. 

W hy Brahms delayed giving the world a symphony till he was forty-three 
might well puzzle students of the history of music. At that age Beethoven had 
already composed eight of his Immortal Nine, having launched the first in his 
thirtieth year. The incredible Mozart had scarcely reached his tenth birthday 
when the ink dried on his initial venture. Mendelssohn was a ripe fifteen at his 
symphonic debut, though the boy had twelve other symphonies to his unofficial 
credit. Schubert’s First dates from his sixteenth year. Before he reached his 
majority, he had added five more to his symphonic score card. 

Schumann was only thirty-one when his Fourth Symphony was performed, 
and, of course, Haydn, living in the fantastic eighteenth century, ran up a total 
of at least half a hundred before he was forty-three. Tschaikowsky’s record 
was four symphonies before his thirty-eighth year, the first dating from his 
late twenties. A later countryman, Dmitri Shostakovich, wrote his first sym¬ 
phony at nineteen, at thirty-five completed his seventh in a besieged city, and 
at thirty-seven gave the world his eighth. 

What made Brahms wait? Established and widely hailed as heir to the 
German tradition, he had long been expected to put his signature to a sym¬ 
phony. Vast technic and inventive resource were his to give. Friends prodded 
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him repeatedly. Schumann impatiently awaited a fresh outburst of romanticism 
from him, tempered, of course, by Brahms’s own classic reserve. If only he 
would make a beginning, counseled the older composer and sponsor, “the end 
would come of itself.” Brahms did make several “beginnings.” As a young man 
Beethoven’s Ninth Symphony and Schumann’s Manfred stirred him to sym¬ 
phonic writing. But the three movements of an abortive work ended as parts 
of the D minor piano concerto and A German Requiem. 

Fresh sketches were made in the late fifties, and soon it was common talk in 
musical circles that Brahms had finally made the plunge and was writing a 
symphony. Friends even reported that Brahms carried the completed manu¬ 
script about with him for years before the premiere in 1876. Albert Dietrich saw 
an early version of the first movement in 1862. Later Clara Schumann made 
none too glowing allusions to the manuscript in her secret diary. The symphony 
shaped up slowly. Something was holding it back. 

To begin with, Brahms was always a prey to sharp self-criticism. Loss of 
confidence recurringly assailed him. Frequendy he thought himself no com¬ 
poser at all. Whether seriously or jestingly, he often dismissed compositions of 
his own with flippant phrases. It was probably a way of inviting needed praise 
and encouragement. That he brought true humility to his work there can be 
no question. He toiled ceaselessly over a score to achieve technical perfection. 
He deleted, rejected, and rewrote unsparingly. Thus, the C minor Symphony 
underwent a long process of change and correction. False leads and forced 
developments called for fresh starts. Constant renewal of ideas was necessary. 
After all, Brahms was rather on the spot. A recognized master of form and 
standard bearer of a rising neoclassical camp, he could not betray his ideals 
with a specimen of feeble and shoddy workmanship. Nothing short of a 
compact and finished product would satisfy him or the waiting world. 

Then, Brahms’s views on musical esthetics were maturing to a fixed classical 
outlook. In that long period since the fifties, Mendelssohn and Schumann had 
ceased to exert marked influence on his methods. The chasm between himself 
and the ebullient romantics had widened. Bach and Beethoven now bulked 
larger than ever in his artistic cosmos. Classicism was molding a brave new 
world in his consciousness. The romantic in Brahms remained, subject to a 
stern discipline. But the polyphonist and architect, eschewing liberties of color 
and “expression,” steadily gained firmer sway. Brahms could afford to wait 
until his symphony blossomed into full-fledged growth as the new manifesto 
of an older creed. He owed it to himself and the Great Tradition. “Composing 
a symphony is no laughing matter,” he confessed succincdy. 

Over his labors hovered another huge shadow—Beethoven. As an epic figure 
in the German lineage and a bridge to Bach, the Bonn master loomed as a 
guide and a warning. Brahms was drawn to the fierce, pulsing vigor, and rock- 
bottom classic force of his predecessor. But Beethoven, too, had written a C 
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minor Symphony. The risk was great. Brahms was courting disaster. Enemies 
would charge arrogance and overweening ambition. Malicious comparisons 
would be made, and his own puny merits would be measured with a Titans 
gauge. “You have no idea how it feels to hear behind you the tramp of a giant 
like Beethoven,” he complained. 

Brahms was right, but so were those who believed m him. 1 he expected 
happened. The Wagnerites and supporters of the Weber-Berhoz-Liszt school 
of unfettered romanticism pounced on the work as an ultimatum.^Enmities 
deepened, and alignments were more sharply marked. Von Bulows dictum 
that this was the Tenth Symphony—an allusion to Beethovens Nine- amused 
the foe to stinging rebuttal. Even Hanslick, Viennese high priest; of the Brahms 
cult, made reservations. Brahms was attacked for his cold, hollow formalism, 
for resisting the main currents of the new music. In a word, he was a icact ion- 
ary, harking back to the closed system of classicism. 

But others knew that something else had come to pass. They recognized the 
grandeur and lyric surge of Brahms, his flair for simple melody, his warm 
humanity and manly strength. They saw, too, that far from reaction the C 
minor marked a fresh stage in the development of the sonata form and a valid 
application of the full resources of counterpoint. If Brahms avoided the lush 
personal colorism of others and concentrated on an absolute ideal, he showed, 
on the other hand, even more rhythmic and harmonic ingenuity than they 
within his chosen classic frame. In the use of cross-accents, syncopation, rhythm 
combination, and novel turn of melodic phrase, Brahms had already outdis¬ 
tanced the daring innovators of his time. 

He never stooped to theatrical effects. Development and climax were im¬ 
mense and inevitable in Brahms’s symphonic scheme. 1 hemes expanded and 
changed in answer to a logic of their own. No composer since Beethoven had 
shown such intellectual grasp of sheer design. This was music of strength, 
molded in the great line, and noble and moving in its own way. That it could 
ever have been flouted by critics as morbid, strained, unnatural, and forbidding 
is hard to believe today. Its musing tenderness and epic sweep have locked it 
securely in the hearts of concertgoers. 

“A portentous introduction (Un poco sostenuto, C minor, d/8) prefaces the 
first movement (Allegro, C minor, 6/8). The first theme is given mu by the 
violins in the fifth measure. The second theme (E flat major) appears in the 
wood winds. The character of the movement is austere and epic. 

“The second movement (Andante sostenuto, E major, 3/4) is imbued with a 
profound lyricism, which flowers into some of the loveliest pages in all Brahms. 

“Instead of a scherzo, there follows a movement marked Un poco allegretto 
e grazioso (A flat major, 2/4), which Grove aptly characterizes as 4 a sort «C 
national tune or Volkslied of simple sweetness and grace/ The opening 
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is sung first by the clarinet. The place of a trio is delightfully filled by a 
:ing middle section (B major, 6/8). 
stujx-ndous finale begins with an introductory section (Adagio, C 
4/4) that touches briefly on thematie material to be developed later.” 

B. 


■aphony in I) major, No. 2, Op. 73 

I, Allegro non truppu. II. Adagio non troppo. III. Allegretto grazioso, 
quad antiaiHino. IV. Allegro con s[>irito. 

irtat rr took Braluns some fifteen years of planning and replanning, 
tig delays and spells of misgiving, before he launched his first symphony, 
tmd, in I) major, came within a year of his initial effort. The earlier 
narked a great Mop forward in art, workmanship, and self-confidence. 

I taken it, Brahms plunged eagerly into his second attempt, 
he end of September, 1877, he was playing the new work with Ignaz 
n a four hand piano version to an informal gathering of musical savants 
mm at Friedrich Khrbar’s piano warehouse in Vienna. On Dec. 30, 
Richter led the Vienna Philharmonic in its official world premiere. The 
ce, reacting; lukewarmly at first, waxed steadily more enthusiastic, and 
umprlled Richter to rrjtc.tt the Allegretto grazioso. 

(tteuioiuhly, this .Symphony, with its sunnier moods, made a readier 
than had the <1 minor. However, this obvious turn to a lyrical and 
il vein disapjjointed some doctrinaire Hrahmsians, who were expecting 
t massive utterance in epic foim, like the First. 

Leipzig critic Ddrifel, normally a Brahms advocate, fairly raged in his 
ointment. “The Viennese are much more easily satisfied than we," he 
. "We make quite ditfercut demands on Brahms and require from him 
which is something more than pretty . . . when he comes before us as a 

jtlflil !/ 1 

.illusion to the Viennese was not far-fetched. Many have sensed a frank 
of Viennese in the 1) major. The work has even been 

d Brahms’s "Vienna Symphony," reflecting, allegedly, “the fresh, 
y life to hr found iti lieatttdul Vienna." 

: idyllic moods of the Second Symphony, contrasting sharply with the 
e suhhmitk'X of the 11 minor, again promptrd comparison with Beethoven, 
lud written C minor symphonies. 'Hie Bonn master had followed the 
1..1 with a Prfitmil Symphony. and so, presumably, had Brahms. Others 
.low analogy in Beethoven's Third ami Fourth Symphonies, the 
I* tltr tiriiik. 
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Richard Specht even describes the work as a “serenade” rather than a 
symphony, “suffused with the sunshine and the warm winds playing on the 
water.” What gives color to Mr. Specht’s impression is the fact that Brahms 
actually composed the symphony in the lake country around Pbrtschach-anv 
See in the summer of 1877. 

Yet, despite its lyric suavity and freedom from the passionate stress of the 
First Symphony, Brahms at first alluded to the newly completed work as 
gloomy and awesome when queried by friends. Always evasive, flippant, and 
disparaging in remarks concerning his own music, he went to all lengths in 
mystifying his friends about the symphony. 

To emphasize its alleged grim character, he spoke of it as In the key of 
F minor, instead of D major. The day before the Vienna premiere he informed 
Elisabet von Herzogenberg that the orchestra would play the new symphony 
with crepe bands on their sleeves, “because of its dirgelike effect ” When printed, 
he added, the score would have a black border. 

In another puckish moment earlier in November he had assured Frau von 
Herzogenberg that the new composition amounted to very little indeed. “The 
new symphony is merely a 'Sinfonie,* and I shall not need to play it to you 
beforehand,” he wrote. “You have only to sit down at the piano, put your small 
feet on the two pedals in turn, and strike the chord of F minor several times 
in succession, first in the treble, then in the bass, fortissimo and pianissimo, 
and you will gradually gain a vivid impression of my latest."* ” 

In September, Brahms gave a hint of the nature of his new symphony in a 
letter to Dr. Billroth, a famous Viennese surgeon and patron of music. “I do 
not know whether I have a pretty symphony: I must enquire of skilled 
persons.” 

Brahms may have doubted the success of his effort to express sunlit direr 
and geniality in his new work. But, if by “pretty” he meant a beguiling 
lyricism and bright badinage, rhythmic caprice, and fresh spontaneity, the 
“skilled persons” could only have answered in the affirmative. 

“Pretty,” of course, is hardly the word for the tragic undertones and broad 
humanity readily sensed in page after page of the symphony. Its idyllic suavity 
and pastoral freshness are dominant moods, but a graver note of somber 
poetry recurs throughout, especially in the Adagio. 

Walter Niemann no doubt goes too far in glimpsing ghostly traceries in 
the Second, “glimmering in a supernatural, uncanny way. n Yet, while the 
Symphony’s keynote is anything but granitic gloom, there is discernible a 
sober depth of feeling either minimized or overlooked by Brahms’s contem¬ 
poraries because of the striking contrast with the C minor. Time has some* 
how softened the rugged contours of the First and enriched and deepened 
the Second. 
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Surely nobody would now regard the C minor as “a scientific treatise full 
of philosophic thought.” So, few listeners are likely to be satisfied with the 
description of the D major as “a glimpse of Nature, a spring day amid soft 
mosses, springing woods, birds’ notes, and the bloom of flowers.” 

“The opening movement (Allegro non troppo, D major, 3/4) is remarkable 
for the lyricism of its themes. After the so-called fundamental motive of the 
first measure (cellos and double basses), the melodious chief theme is given 
out by horns and woodwind. A graceful subsidiary theme is heard in the 
violins. The second subject, nostalgic in its wistfulness, appears in the violas 
and cellos. A horn solo in the coda evokes the mystery of forest deeps from 
an old and bardic time. 

“The second movement (Adagio non troppo, B major,’4/4) is of a pro¬ 
foundly romantic and yet somewhat elusive character. Not a scherzo, but 
rather the old-time minuet, is hinted at in the third movement (Allegretto 
grazioso, quasi andantino, G major, 3/4). The engaging melody is sung 
immediately by the oboes over chords in the clarinets and bassoons and pizzi¬ 
cato arpeggios in the cellos. Each of the two trios that the movement boasts 
is a variation on this theme. An acute critic has said of the Allegretto; ‘Like 
many well-known things, it is not always remembered in its full variety and 
range, or we should hear less of its being too small for its place in a big 
symphony.’ 

“The finale (Allegro con spirito, D major, 2/2) is in sonata form. Themati¬ 
cally it is both rich in invention and reminiscent of passages in the earlier 
movements. A kinship to the finale of Haydn’s last London Symphony has 
also been remarked. Of the four movements this Allegro con spirito is the 
most vigorous and vivacious, concluding, after pages of Olympian struggle, 
in a victorious coda of overwhelming brilliance.” 


Symphony in F major, No. 3, Op. 90 

I. Allegro con brio. II. Andante. III. Poco allegretto. IV. Allegro. 

Brahms’s faithful sloganeers were ready when the Third Symphony ap¬ 
peared. They had established a parallel, at least to their own satisfaction, 
between the C minor Symphonies of the Master and Beethoven. They had 
prompdy recognized Brahms’s Second as a “Pastoral”—did not Beethoven’s 
Pastoral follow the C minor, and did not the idyllic moods of the Second 
invite analogy with Beethoven’s great nature study? 

The votaries found Brahms’s Third Symphony even, easier to christen. Its 
dominant mood was heroic. In a flash Hans Richter named it the “Eroica.” 
No true Brahmsian could resist the temptation. The symphonies bore the 
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i T L. mr ,ods were alike. It was not fair of Brahms to use a 

same number, lue moo 

ra l-pv and omit a funeral march. 

^Rkhter’s felicitous title was hurriedly endorsed by Eduard Hanslick. 
“Tmlv” said Brahms’s staunchest paladin of the press, “if the first symphony 
in C minor is characterized as the ‘Pathetic’ or the ‘Appassionata,’ and the 
.ernnd in D major as the ‘Pastoral,’ the new symphony in F major may be 
appropriately called Brahms’s ‘Eroica.’” Still, Hanslick saw fit to limit the 
designation of “heroic” to the opening and final movements, pointing out 
that & the symphony led to no tragic action, such as the Funeral March in 
Beethoven’s Third. Besides, there were passages in Brahms’s score “quivering 
with the romantic twilight of Schumann and Mendelssohn.” 

Clara Schumann evidently disagreed with the Richter-Hanslick thesis. She 
knew what Brahms’s Third Symphony was—a forest idyl! Another friend, 
Joseph Joachim, differed even more sharply. The Hungarian violinist heard 
the finale as a symphonic rendering of the Greek legend of Hero and Leander! 
Max Kalbeck’s own theory was simpler: the symphony owed its origin to a 
statue, that of Germania at Riidesheim. Brahms had admired the statue, ergo 
the symphony. It is just possible that Brahms himself had no clear-cut idea 
of program or inspiration regarding his symphony. Gustav Mahler used to 
preach that if a composer could say what he had to say in words, he should 
not bother trying to say it in music. 

There is irony in Hugo Riemann’s belief that Brahms intended a tribute 
to Wagner in the first movement by way of some string harmonies suggest¬ 
ing a passage for women’s chorus in the Venusberg scene in Tannhauser. 
Riemann pointed out that Wagner died while Brahms was working on his 
Third Symphony. What more natural than a beau geste to a deceased rival! 
Sad to relate, embatded Wagnerians still regarded Brahms as Public Enemy 
No. 1. The more militant and unscrupulous formed cabals to wreck Brahms 
performances. If the Wagnerian goon squads gathered at the premiere in 
Vienna on Dec. 2, 1883, detected the Tannhauser echo in the first movement, 
it probably only made matters worse. They were in no mood to scent appease¬ 
ment in the enemy camp. 

Well, the Wagnerians remained true to their dead master. They hissed 
vigorously after the first movement. To no avail. There was no doubt about 
the general reaction. The audience liked the symphony, in fact hailed It 
rousingly. The hissing continued after each movement, but progressively 
feebler. At the end hie hostile barrage was completely obliterated by the 
applause. The premiere almost led to a duel between members of the oppos¬ 
ing factions. The staunch Brahmsian, Arthur Faber, infuriated by a hisser 
sitting behind him, was prepared to settle matters on the field of honor, but 
magnanimously relented at a supper party given in Brahms’s honor after the 
premiere. 
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The Third Symphony promptly strikes a heroic note with the announce¬ 
ment of a "motto” theme to be heard recurringly. It is given out in three 
ovverful ascending chords for hums, trumpets, and woodwind. The high- 
st voice, consisting of 1% A flat, b\ is said to stand for Fret aber froh (free but 
apjnT Brahms having adopted that as a personal slogan. Parenthetically, 

1 might be pointed out: that Brahms never married. One analyst discerned 
occult dramatic signification” in the way Brahms uses the “motto” device 
r one point. 

The three challenging chords serve to introduce the majestic first subject, 
turned by the violins with viola and cello support. The passage resembling 
be one in the Tmmkmser Vcnuslterg Scene occurs in a transition section 
ruling to the next theme. This second subject consists of a repeated phrase 
n pastoral mood first allotted to clarinet anti bassoon. At one point the solo 
hoe is heard uttering the three ‘‘motto” notes. In the development section 
torn and oIhk* join in another return of the **Frei aber froh n motive. The 
hrec inmnlttuory chords usher in a restatement of earlier material 
Clarinets and bassoon give on? the gentle hymnlike opening theme of the 
Uuhmtr movement (O major, 4 4), A resemblance has been noted between 
his melody and a praycrltkc episode in both the overture and finale of 
IcrulTs opera Zamfhh The theme as then freely varied. 

The third movement (loco allegretto, C minor, 3/8) replaces the usual 
dictv.o am! is more in the style of a romun/a in melancholy vein. The move- 
unit contains a tender and contemplative melody first assigned to the cellos. 
The impassioned and Itrmie finale (F minor, 2/2) opens with a spectral 
hone finding through the strings, “with all the haste of a vision in a dream,” 

:lotto* and udlos later chant a sturdy song of brighter cast. There follows 
ivluif amounts to a clash between opposing moods of gloom and juhila 
iutn The gloom vanishes, Ihesemly echoes of the “motto” theme are heard 
tint the strings tning leak, in ttemoio, what Apthorp culled the “ghost” of the 
hirf rhrinr of the fitst movement, ^ B 

Symphony in K minor, No, 4, Op, 98 

1, Altrgro tttm iioppo. It, Atuiann* mmlrruio. III. Allegro gioeosn. 

IV. AHrpi o rtiergk'o r pavattnato, 

K mmioM in K minor! IV strong anti Brahms bloc found much to carp 
diem in the t h< u< c of that key for a symphony* And all that to-do concern*' 
ing what must appear today to lie an inconsequential detail! At its first per 
fijfitiifiif ( Mrinengm, Oct, 24, 1884, Brahms conducting) the epigrams, pro 

ami u.», went tlikk ami fast, If has limi mij-j-cmciI (lint Brahms chose the key 
>t K muior Because of its "pair, wan character, to express the deepest melan- 
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choly ” In support is Haydn’s use o£ that key for one of his symphonies, termed 
the Symphony of Mourning. Raff had also written an E minor Symphony, 
though that work, titled In Summer ., scarcely belongs in the department of 

melancholy and desolation. # 

Nevertheless, the tug of war went on. Even in Vienna, the composers 
habitat, the symphony occasioned the same sort of reaction. Hugo Wolf, then 
writing musical criticism, hurled a venomous screed against the piece, lashing 
out particularly against the key. Brahms’s adherents persisted doggedly in 
their exaltation of the symphony, perhaps with more enthusiasm than con¬ 
viction. “There is no God but E minor,” they virtually said, “and the .Fourth 
of Brahms is his prophet.” Yet some penetrating observers have felt that the 
inordinate praise was given merely to hide disappointment in the music. 

Be that as it may, the Symphony took time to come into general favor. 
Brahms himself felt uncertain about this creation of his. In his usual cryptic 
fashion he had referred to it in a letter to Billow as “a couple of entr’actes.” 
Another luscious bit of phrase making on his part envisioned the Symphony 
as a “choral work without text.” Eager to obtain opinions, he played it in a 
four-hand piano version with Igriaz Briill for Hanslick, Billroth, Richter, and 
Kalbeck. To the latter he posed the question, “If persons like Billroth, Hans¬ 
lick and you do not like my music, whom will it please?” Yet Kalbeck could 
later say that the symphony relates the tragedy of human life. The Andante 
to him is comparable to a field laid waste, like the Campagna near Rome; 
the scherzo to a Carnival at Milan; and the finale to a passage in Sophocles’ 
Oedipus Coloneus, which reads, “Not to have been born at all is superior to 
every other view of the question.” 

Of the Andante, Elisabet von Herzogenberg wrote to Brahms that it “has 
the freshness and distinction of character with which only you could endow 
it, and even you have had to recourse for the first time to certain locked 
chambers of your soul” 

The E Minor Symphony was the last of his own works that Brahms 
heard performed in public. This was at a Philharmonic Concert in Vienna 
on Mar. 7, 1897, not quite a month before his death. In her Life of Johannes 
Brahms, Florence May gives a graphic picture of the occasion: 

The Fourth Symphony had never become a favorite work in Vienna. Received 
with reserve on its first performance, it had not since gained much more from 
the general public of the city than the respect sure to be accorded there to an 
important work by Brahms. Today, however, a storm of applause broke out at the 
end of the first movement, not to be quieted until the composer, coming to the 
front of the artists’ box in which he was seated, showed himself to the audience. 
The demonstration was renewed after the second and the third movements, and 
an extraordinary scene followed the conclusion of the work. 
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The applauding, shouting house, its gaze riveted on the figure standing in the 
balcony, so familiar and yet in present aspect so strange, seemed unable to let him 
go. Tears ran down his cheeks as he stood there, shrunken in form, with lined 
countenance, strained expression, white hair hanging lank; and through the 
audience there was a feeling as of a stifled sob, for each knew that they were say¬ 
ing farewell. Another outburst of applause and yet another; one more acknowl¬ 
edgment from the master; and Brahms and his Vienna had parted forever. 

The E min or has been called an “elegiac” and a “character symphony.” 
In this work the composer—perhaps, the hero—draws into himself in medi¬ 
tative contemplation. The vigor and daring and defiance implicit in the first 
movement of the Third Symphony have been transformed here into some¬ 
thing nobler, more sweeping, more majestic in scope. Niemann finds this 
work an expression of Brahms’s “own tragic recognition . . . that, as a tragic 
composer, his place is not at the side of Beethoven.” 

Brahms’s use of the passacaglia or chaconne form for his finale gave his 
intimates much concern lest the average listener be completely deaf to its 
architectural magnitude. His manipulation of all the forces involved, the 
strict adherence to the very soul of the form, the richly contrasting orchestral 
colors, the subtlety of his treatment—and often disguising—of the theme point 
to a giant craftsmanship. Yet, despite the innumerable elements entering into 
its construction, the movement seethes with eloquent statement and, at the 
camp time, flows with a perfect symphonic unity. Brahms had done a pioneer¬ 
ing job in making the last section of a symphony a passacaglia (Percy 
Goetschius calls it a chaconne and gives plausible reasons for it), and he had 
by no means let his listeners down. c B _ 


Concerto for Piano and Orchestra in D minor, No. 1, 
Op. 15 

I. Maestoso. II. Adagio. III. Rondo: Allegro non troppo. 

A heavy responsibility fell on the shoulders of Johannes Brahms when he was 
barely twenty. Impressed by his great gifts, friends were already publicizing 
him as the great new hope of German music. 

In a famous manifesto called “New Paths” Robert Schumann greeted him 
as the one composer uttering “the highest ideal expression of his time. The 
young genius had “burst upon us, fully equipped, like Minerva from the 
brain of Jupiter ” Over his cradle, said Schumann, “the Graces and Heroes 
seem to have kept watch.” The violinist Joseph Joachim had already told the 
world that Brahms was “the most considerable musician of his age, 5 and 
Albert Dietrich, the conductor, was now writing his friend Nauman that 
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“genius was written on Brahms’s brow and shines forth from his clear bk 
eyes.” 

Intentionally or not, Brahms’s friends were putting him on the spot. Tb 
gibe of a music critic of the time long rang in his ears: “We wish him 
speedy deliverance from his overenthusiastic friends!” Quite naturally, Schi 
mann’s adulatory prose poem aroused distrust in some quarters, resentmei 
in others. Many high-ranking musicians were frankly skeptical. Von Bulov 
later to become a staunch Brahmsian, told Liszt that Schumann’s pronounc 
ment, “does not in the least disturb the tranquillity of my slumbers. It is fiftec 
years since Schumann spoke similarly of the genius of W. Sterndale Bennett 

With battle lines thus forming, Brahms felt impelled to justify the fait 
of his following. If he were truly “the spiritual son of Robert Schumann” ar 
the standard bearer of a new trend, he could prove it best in a symphon 
So he buckled down to a project that began as a symphony, became a sonat 
and ended as the D minor Piano Concerto. 

By January, 1854, he could write to Schumann: “I have been trying n 
hand at a symphony, have even orchestrated the first movement, and ha' 
composed the second and third.” But something was wrong. Brahms, i 
doubt obsessed by the fear of letting his rhapsodic friends down, wrote 
Joachim: “You have regarded the movement of my symphony through ros 
colored glasses. I must alter and improve it all. A good deal is wrong in d 
composition.” 

As for the orchestration, Brahms attributed, “the best part of it” to 1 
scholarly friend, Julius Otto Grimm. The “young eagle,” as Schumai 
dubbed Brahms, was far from satisfied. The score never got beyond the thi 
movement. Actually, it took Brahms another twenty years to work up enouj 
courage to turn out a completed symphony. 

But that was only the first stage of the early project. What there was of 
symphony was speedily converted into a sonata for two pianos, complet 
in the spring of 1854, and first played by Clara Schumann and young Brahi 
at Klems on May 24. “I tried over the three movements of his sonata,” rea 
Frau Schumann’s diary. “They appeared to me quite powerful, quite or. 
inal, noble and clearer than any of his earlier works. We played them twi 
and on Sunday I shall play them with Dietrich.” 

Alas, there was still something wrong! Brahms was not quite sure wh 
Grimm, who followed Brahms and Dietrich as Frau Schumann’s partner 
playing the sonata, was certain he had detected the trouble. The contents 
the sonata, he told Brahms, deserved “more dignified form.” A concerto v 
just the thing. Brahms agreed. 

The sonata’s first two movements became once and for all the Maestc 
and Adagio movements of the D minor Piano Concerto. The third mo 
ment was shelved for years, eventually emerging as the “Behold All Fles 
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chorus of Brahms’s German Requiem, where it remained. While the symphony 
sonata underwent its latest transformation, Joachim was frequendy con¬ 
sulted on some technical points. “Here is the first movement. I have simpli¬ 
fied and lightened it,” we find Brahms writing his friend in April, 1856. 

After a fresh revision in 1858, both Joachim and Frau Schumann expressed 
unqualified approval. “The whole thing seems to me to be almost too rich. 
But that is a good fault!” writes the violinist. “All my hopes of obtaining 
something new and beautiful in music rest with my dear friend!” At a re¬ 
hearsal in Hanover, Frau Schumann found parts of the work “more beauti¬ 
ful than even Johannes himself imagined or expected.” The whole concerto 
was “wonderful, so rich, so full of feeling, and at the same time so well pro¬ 
portioned.” She notes that “Johannes” was very happy and ‘played the last 
movement prestissimo out of sheer delight.” 

Despite the encomiums of friends, a jinx was still on the much-transformed 
music. At the premiere in the Royal Theater, of Hanover, on Jan. 22, 1859, 
“the public was wearied and the musicians puzzled.” A local critic found the 
concerto “difficult to understand, even dry, and in parts eminently fatiguing. 
After the Leipzig premiere, five days later, the Signale correspondent dis¬ 
missed the concerto as “a symphony with piano obbligato, in which the solo 
part is as ungrateful as possible, and the orchestral part a series of lacerating 
chords.” 

The response of public and press convinced Brahms that something was 
still amiss in the concerto. In a letter to Joachim he speaks of the Leipzig 
premiere as “a brilliant and decisive failure,” despite the excellent playing. 
“The first and second movements,” he writes candidly, “were listened to with¬ 
out a sign. At the conclusion three pairs of hands were brought together very 
slowly, whereupon a perfectly audible hissing from all sides forbade any such 
demonstration ” Always sharply critical of his own work, Brahms goes on to 
say that “this is the best thing that could happen to one; it forces one to pull 
his thoughts together and stimulates his courage. Joachim will understand. 
“After all, I am only experimenting and feeling my way as yet. Then he 
asks, quite humanly: “But the hissing was too much, wasn’t it?” 

Anyway, Brahms set to work on further revision. “When I have improved 
its form, the concerto will meet with approval,” he declared. The Neue Zeit - 
schrift, which had earlier carried Schumann’s epoch-making tribute, again 
stood by him. “In the face of disparaging criticism from certain sections of the 
public and press, we feel it our duty to point out the admirable features of this 
work, as well as to protest the none too honorable way In which judgment 
was pronounced against it.” Stress was put on the concerto’s poetic essence 
as the “one unmistakable sign of significant and original creative power.” 

There was no word, of course, from the man who had given Brahms the 
great send-off six years before. Schumann, who had built such great hopes 
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on his “spiritual son/ 5 was dead. Hopelessly insane, he had lingered on foi 
two years in Dr. Richarz’s private asylum in Endenich, near Bonn. At 
attempt at suicide by diving into the Rhine at Dusseldorf had climaxed th< 
gathering signs of trouble. Brahms himself was involved in one of the earliei 
incidents. One day Schumann bellowed wildly at him: “Why do you play s( 
fast, Johannes? I beg of you, be moderate!’ 5 A glance at Schumann confirms 
Brahms’s suspicions. The younger man wept. 

Brahms’s association with Schumann’s widow is one of the famous friend 
ships of music. After Schumann’s death, Brahms helped straighten out hi 
tangled professional affairs. Biographers differ widely on the kind of int 
macy that grew up between the protege and widow. Though Frau Schuman 
was thirteen years older than Brahms, some believe the relationship, at lea; 
for a time, was more than “strictly platonic.” Filial devotion no doubt ei 
tered Brahms’s attachment to the widow. In later years the situation took o 
an ironic twist, duly noted by Eduard Hanslick. “Brahms is cultivating a patr 
archal beard with the hope of passing for her father,” observed the Vienne; 
critic in 1880. 

Brahms is said to have paid direct homage to Schumann in at least tv 
movements of the D minor Concerto. 'Joachim long maintained that Schi 
mann’s tragic plunge into the Rhine directly inspired the opening movemer 
Max Kalbeck went a step further in his biography of Brahms. In the man 
script score the motto over the Adagio movement reads: Benedictus qui ven 
in nomine Domini (Blessed is he who comes in the name of the Lord). Kj 
beck said the inscription referred to Schumann. The theory is plausib] 
Brahms often addressed the senior composer as “Mynheer Domine.” 

In the first movement (Maestoso, D minor, 6/8) a long orchestral passaj 
in which the strings state the main theme over a roll of tympani, prefac 
the entrance of the piano. After discoursing the theme, the piano brings in 
second subject in F major, soon taken up by the strings. The piano nc 
embroiders figures against it. There is elaborate development, with a retu 
of this material, and the piano again gives out both themes, the second o 
now appearing in D major. The coda unreels brilliantly at some length. T 
romanzalike slow, movement (Adagio, D major, 6/4) is based on a poe 
theme taken up by the piano after strings and bassoons announce it. A contra 
ing middle section features two clarinets in a subsidiary theme. The finale i; 
fully expounded rondo (Allegro non troppo, D minor, 2/4), ending w; 
another long and brilliant coda, after the piano has offered a cadenza. Besic 
the piano, the score calls for two flutes, two oboes, two clarinets, two bassoo 
four horns, two trumpets, tympani, and strings. 

Public and critics had reacted so unfavorably to the Hanover and Leip; 
premieres of the D minor Concerto that the house of Breitkopf and Hai 
actually turned it down when Brahms submitted it for publication. Riet 
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Biedermann were its first publishers in 1861. The concerto had to make its 
way into public favor slowly. As Pitts Sanborn pointed out, it was not until 
the turn of the century, for instance, that “it began to win full recognition in 
this country.” L . b. 


Concerto for Piano and Orchestra in B fiat major, No. 2, 
Op. 83 

I. Allegro non troppo. II. Allegro appassionato. III. Andante. IV. Alle- 
gretto grazioso. 

That eminent thorn in the side of Wagner and bright boutonniere in the 
"coat of Brahms, Eduard Hanslick labeled this work a “symphony with piano 
obbligato.” However, it might have been closer to the truth to regard it as a 
symphony for piano and orchestra, because the term, “with piano obbligato,” 
does seem to give it an undeserved parlor petiteness. 

The Concerto was first performed in the Redouten Saal, Budapest, on Nov. 
9, 1881. On that occasion the program offered also the Cherubini Overture to 
Medea and Brahms’s C minor Symphony. The composer appeared as soloist 
in the Concerto (conducted by Alexander Erkel), and he conducted the other 

^ Some two decades previously, Brahms had written a First Concerto, which 
had never known real popularity. The second essay in the form came at a 
most opportune time, for Brahms, doing a good deal of concert playing, felt 
the need for such a work. So, established as he had become, thanks to die 
First and Second Symphonies, he approached the task of composing it with 
considerable enthusiasm and, it is safe to say, seriously aware of the capricious¬ 
ness of public favor. 

It met with success all over, save in Leipzig where, despite the local intelli¬ 
gentsia’s growing respect of Brahms, Mendelssohn was still considered the ne 
plus ultra of piano-concerto composers. Nevertheless, Leipzig did somer¬ 
saults in capitulating to the piece when Brahms made his last public appear¬ 
ance as a conductor at the Gewandhaus years later (Jan. 31, 1895). So much 
so that the listeners responded with unbridled enthusiasm to both concertos, 

played by Eugen d’Albert. _ . ., 

The first movement (Allegro non troppo, B flat major, 4/4) begins with 
the initial statement of the first subject in dialogue for horn, piano, and wood¬ 
wind. A cadenza for the piano leads to a tutti, in which both the first and 
the second subjects are given full play. The development section is long and 
elaborate. 
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The fiery scherzo (Allegro appassionato, F major, 3/4) Max Kalbeck 
believed had been written for the violin concerto and then discarded. The 
piano gives out the first theme fortissimo. The strings sing the second theme 
tranquillo e dolce. After a trio in D major, the first part is repeated, but 
much altered. 

The third movement (Andante, B flat major, 6/4) opens with an expres¬ 
sive melody, given first to a solo cello (an instrument that has a particularly 
important part in this movement), which resembles Brahms’s song “Immer 
leiser wird mein Schlummer,” not written, however, till 1886. A second 
melody, introduced by piano and clarinet in F sharp, recalls another song by 
Brahms, “Todessehnen,” written in 1878. The first melody comes back in the 
cello and dominates the coda, against trills and arpeggios in the piano. 

The finale (Allegretto grazioso, B flat major, 2/4) is a rondo on a grand 
scale, based on three themes. 


Concerto for Violin and Orchestra in D major, Op. 77 

L Allegro ma non troppo. II. Adagio. III. Allegro giocoso, ma non troppo 
vivace. 

The name of Joseph Joachim, the great violin virtuoso, is closely linked with 
the Brahms concerto. To begin with, the dedication is to him. Then, the 
Hungarian violinist was the soloist (and Brahms the conductor) at the New 
Year’s Day premiere at a Gewandhaus concert in Leipzig in 1879. A Brahms 
biographer, the English Fuller-Maitland, goes so far as to read a second dedi¬ 
cation to Joachim in the markedly Hungarian flavor of the finale. 

Most important of all, Joachim was brought in as consultant while Brahms 
toiled over the violin passages. Composer and interpreter-to-be argued the 
merits and demerits of certain passages from the practical standpoint. Joachirr 
even furnished a cadenza. The fingering and bowing indications are Joachim’s 
not Brahms’s. And before publication in October, 1879, after the concerto hac 
made the rounds for several months, Joachim caused further alterations 
Brahms yielded to the expert. Eduard Hanslick was not overstating it wher 
he termed the concerto “the ripe fruit of the friendship between Joachim anc 
Brahms.” 

Brahms was ultimately so satisfied with the work that he wrote his pub 
lisher Simrock, “it is well to be doubted whether I could write a better con 
certo.” Whether he could or not no one will ever know. Like Beethoven anc 
Mendelssohn he wrote only one. 

A scherzo movement was evidently included in Brahms’s original draft o 
the concerto. That would have extended the work to four movements. Afte 
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removing it from the concerto—“for reasons of style” according to Richard 
Specht—Brahms incorporated the scherzo into the B flat major Piano Con¬ 
certo, No. 2. At least so Max Kalbeck, Brahms’s most voluminous biographer, 
affirms. Kalbeck’s story of its final resting place, whatever the actual facts, 
has some circumstantial evidence to back it up. Brahms began the B flat 
Piano Concerto the same year as the Violin Concerto. Moreover the place of 
origin was the same—Portschach-am-See, a beautiful spot on the Worthersee 
near the Italian frontier, where Brahms spent three summers. 

The place so enchanted Brahms that he wrote to Hanslick the very air 
bristled with melodies and one had “to be careful not to tread on them. The 
G major Sonata for Piano also stems from the Portschach-am-See sojourns. 

Two of Brahms’s standard biographers vary widely in chronicling the 
Gewandhaus premiere. Florence May, in her two-volume work, quotes the 
Leipzig critic Dorffel, whose review appeared in the Leipziger Nachrichten: 
“Joachim played with a love and devotion which brought home to us in 
every bar the direct or indirect share he has had in the work. As to the recep¬ 
tion, the first movement was too new to be distincdy appreciated by the 
audience, the second made considerable way, the last aroused great enthu¬ 
siasm.” 

Our old friend Kalbeck harked back to the occasion in gloomier vein: “The 
work was heard respectfully, but it did not awaken a particle of enthusiasm. 
It seemed that Joachim had not sufficiently [!] studied the concerto or he was 
severely indisposed. Brahms conducted with visible excitement. 

Brahms’s “visible excitement” may also have been either the cause or the 
effect of a “comical incident” related by Kalbeck. The composer apparently 
hurried to the concert hall from a social visit. Faux pas No. 1: he appeared 
on the podium in gray street trousers. Faux pas No. 2: the absent-minded 
composer had forgotten to fasten his suspenders. Faux pas No. 3 ( Q . E . D .): 
his shirt showed. “These laugh-provoking trifles,” Kalbeck solemnly observes, 
“were not calculated to elevate one’s mood.” 

The Violin Concerto was again the bond of collaboration between Brahms 
and Joachim the following May at the unveiling of a memorial to their 
mutual friend Robert Schumann in the city of Bonn. They worked together 
in planning the commemorative program largely devoted to Schumanns 
music, and each conducted separate numbers at the concert. The Brahms 
Concerto was the one work on the program not by Schumann, with Joachim 
again the soloist and the composer directing. The choice of the Concerto was 
appropriate. In a sense it enshrined the friendship of all three, since Joachim 
had been instrumental in bringing Schumann and Brahms together. 

Constructed mainly along classical lines followed by Mozart and Beethoven 
in their concertos, the Brahms D major is also closely linked to the Mendels¬ 
sohn and Bruch concertos in romantic feeling. “Latent heat behind formal 
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exterior” was a phrase once applied to Brahms’s music. The Concerto is typi¬ 
cally Brahmsian in its supreme blend of reflective breadth and warm humanity 
of mood and melody. Nobody today would join the early wag in describing 
the work as ‘‘written not for but against the violin.” And any critic who now 
dared call it “clumsy and devoid of flexibility,” as a contemporary of Brahms 
did, would be laughed out of court. 

An idyllic subject, in reverielike mood, serves as chief theme of the opening 
movement (Allegro ma non troppo, D major, 3/4). Violas, cellos, bassoons, 
and horns first announce it. What is regarded as the high point of the move¬ 
ment occurs in the merging of a long solo cadenza with the serene return 
of this theme in the coda section. 

It has been pointed out that Brahms reverted to the older tradition ol 
concerto form in having the orchestra expound the basic material of the 
first movement at some length before bringing the solo violin in. “When the 
violin does come in,” says Fuller-Maitland, “it is with a kind of breathles; 
passage.” A passage, incidentally, that caused several hours of discussion anc 
consultation between Brahms and Joachim. 

The oboe first chants the soothing chief melody of the slow movemen 
(Adagio, F major, 2/4), which may be compared with a serenade or rc 
manza. Brahms allegedly based this theme on an old Bohemian folksong. L 
taking it up, the solo violin modifies it and then announces an ornamenta 
second subject. The first melody returns after a development section. 

In bold, jocund rhythms, the finale (Allegro giocoso, ma non troppo vivace 
D major, 2/4) is really a compact rondo on three themes, the first given or 
in thirds by the violin. Studded with intricate and brilliant passagework, th 
movement has been called a virtuoso’s paradise. Its gypsylike flavor an 
folkish rhythms strongly hint at Brahms’s intent to pay his Hungarian frien 
more than a dedicatory tribute. 


Double Concerto for Violin, Cello, and Orchestra in 1 
minor, Op. 102 

I. Allegro. II. Andante. III. Vivace non troppo. 

In the summer of 1887, Brahms wrote this Concerto, besides the Gypsy Song 
Op. 103, while vacationing at Thun, Switzerland. Ever the disparager of b 
own works—not too seriously, you can be sure—Brahms wrote to his frier 
Elizabet von Herzogenberg about it in a letter from Thun, dated July 20, 188 
“I can give you nothing worth calling information about the undersign* 
musician,” he said. “True, he is now writing down a thing which does not y 
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figure in his catalogue—but neither does it figure in other people’s! I leave 
you to guess the particular form of the idiocy!” 

The composer also observed that the writing of such a work might better 
have been left “to someone who understands fiddles better than I do,” that 
it was a “strange notion,” that it could be considered his “latest piece of folly.”* 
All this, of course, from a man who had already put to his credit four mag¬ 
nificent symphonies, and as magnificent a violin concerto, among other 
magnificent compositions. 

Brahms had in mind the early concerto grosso when he penned this piece. 
In those works of the seventeenth and eighteenth centuries the solo instru¬ 
ment is actually a collective entity, comprising several instruments, technically 
known as the concertino, and set against the orchestral tutti for contrast. It 
would be expected that Brahms should modernize the form somewhat, follow¬ 
ing in the tradition of—yet going beyond—the Beethoven Triple Concerto in 
C major for Piano, Violin, Cello, and Orchestra. 

The combination of solo instruments employed proved mystifying and 
unnatural to many of Brahms’s rabid enthusiasts. In their flutter and ado over 
his selection of violin and cello for the solo group, however, they had surely 
missed the major point. Brahms would have been the last composer in the 
world to utilize an unusual combination for the sake of haphazard pleasure or 
mere display. He had strong musical ideas to express, ideas that, as he saw it, 
wanted just such a medium as this for their proper statement. 

A good deal of the unreasoning attitude toward the Concerto has become 
dissipated by now. Regrettably, it is not performed frequently enough. Walter 
Niemann thinks that is owing to the extraordinary demands of the work, 
requiring “two players of consummate technic and sure mastery, so thor¬ 
oughly accustomed to playing together as can hardly happen, except with 
members of the same family.” 

The Double Concerto, soon after its completion, was performed for the first 
time at a private concert in the Louis-Quinze Room of the Baden-Baden 
Kurhaus. Brahms was the conductor. The official world premiere took place 
at Cologne, on Oct. 18, 1887, with Joachim and Hausmann appearing as 
soloists and Brahms again as conductor. (All three had taken part at the pri¬ 
vate hearing.) The work was published in 1888, and Brahms’s dedication of 
it to Joachim reads, “To him for whom it was written. 

The first movement (Allegro, A minor, 4/4) opens with an introductory 
passage in which the orchestra alludes to the chief subject and the cello fol¬ 
lows with a rhapsodic recitative. The woodwinds give out in A major the 
initial phrase of the second subject. Both subjects are heard in the first tutu. 
A rising syncopated theme in F major is also to be carefully noted. 

The slow movement (Andante, D major, 3/4) is described by Niemann as 
“most lovely ... a great ballade, steeped in the rich, mysterious tone of a 
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northern evening atmosphere.” Four notes for the horns and woodwind bring 
on the flowing chief melody broadly sung by the solo instruments in octaves. 

The finale (Vivace non troppo, A minor* 4/4), which has been called the 
“clearest of rondo types,” abounds in thematic material. The first subject 
announced by the cello and repeated by the violin, has the gypsy flavor so dear 
to Brahms. It can be detected in another melody assigned to the clarinets and 
bassoons against rising arpeggios by the solo instruments, which is prominent 
in the development. The coda, tender at first and then exuberantly joyous, 
concludes the double concerto, and at the same time the composer’s employ¬ 
ment of the orchestra, in a triumphant A major. 


"Academic Festival Overture/ 5 Op. 80 

On the facade of a house at Ischl in Upper Austria there is a plaque which car¬ 
ries an inscription informing passers-by that “the great tone poet Dr. Johannes 
Brahms” once lived there. Actually, Brahms spent twelve summers at the 
famous spa. His attachment to the town was strong, though as a rule he 
avoided the fashionable gathering places. During the summer of 1880, Brahms 
wrote two overtures in the house at Ischl. These were the Tragic and the 
Academic Festival . 

The tide of the latter is almost self-explanatory. It is a tribute to university 
life, specifically the University of Breslau. On May 11, 1879, that institution 
had conferred an honorary doctor’s degree on the man so signally heralded 
years before by Schumann as the great new voice of German music. Brahms 
himself was not a university man. Yet, once, in 1853, he had visited Joachim 
at Gottingen. While there he acquainted himself with the favorite songs of 
the university students. And now, almost thirty years later, Brahms remem¬ 
bered them as he showed his gratitude to Breslau for the doctoral honor. 

Naturally, the first performance occurred under the highest academic aus¬ 
pices. On Jan. 4, 1881, before a gathering of Breslau’s learned officialdom, 
the new doctor of philosophy conducted his Academic Festival Overture . To 
Max Kalbeck, Brahms, in one of his elfin moments of self-derogation, re¬ 
ferred to the overture as “a very jolly potpourri of students’ songs a la Suppe.” 
Kalbeck, jolted by what he regarded as a grave lapse from dignity, taunted 
Brahms about his “potpourri.” No doubt, he asked bitingly, the new Herr 
Doktor had even employed “The Fox Song,” a freshman ditty. “Yes, indeed!” 
Brahms replied unabashed. 

“Minus an introduction, the overture (Allegro, C minor, 2/2) begins imme¬ 
diately with the principal subject given out by the first violins. A quietei 
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section follows, the melody in the violas. The first of the students’ songs ‘Wir 
hatten gebauet ein stattliches Haus’ (‘We had built a stately house’) is impres¬ 
sively intoned by the three trumpets (C major, 4/4). 

“The second students’ song ‘Der Landesvater’ (‘The Father of the Country’) 
appears in E major in the second violins. The mood changes now to one 
of frank jollity with the ragging of the freshmen. The ‘Fox Song,’ ‘Was 
kommt dort von der Hbh” (‘What Comes There from on High’), is in¬ 
troduced in G major by the two bassoons to an accompaniment of violas and 
cellos. The fourth and last students’ song ‘Gaudeamus Igitur,’ famous the 
world over wherever there are students (Maestoso, C major, 3/4), is pro¬ 
claimed by all the wind against rushing scales in the upper strings, ending 
the overture brilliandy.” 

The scoring calls for two flutes, piccolo, two oboes, two clarinets, two bas¬ 
soons, double bassoon, four horns, three trumpets, three trombones, bass tuba, 
a set of three kettledrums, bass drum, cymbals, triangle, and strings as usual. 

L. B. 

"Tragic Overture/ 5 Op. 81 

The tragic Overture was first performed at a concert of the Vienna Phil¬ 
harmonic under the direction of Hans Richter. 

Brahms gave no indication of his meaning when he gave his work the title 
Tragic and, as might be expected, explanations of the “tragedy” have been 
supplied post facto by the barrel. Some of the comments have been ultra- 
reserved, others not. 

“The overture opens (Allegro ma non troppo, D minor, 2/2) with two 
fortissimo chords, constituting one of the principal figures of the themes, 
after which the strings announce the commanding first subject. There is im¬ 
passioned development, followed by a sustained passage indicative of com¬ 
plete dejection. The trombones intone a message of comfort. The quieter sec¬ 
ond subject emerges in the violins. A proud climax mounts to a defiant 
culmination. 

“The recapitulation brings back the two fortissimo chords and the first sub¬ 
ject, in the strings as before, but now abbreviated. A more moderate section, 
in part new and in part derived from earlier material, suggested to Grove a 
funeral march. Further working out prepares for the coda, which, in the words 
of Tovey, ‘gathers up the remaining threads of the story in a catastrophe 
clearly represented by the solemn emphasis with which the trombones bring 
in the “decisive close to the first subject.” ’ 

“The work is scored for piccolo, two flutes, two oboes, two clarinets, two bas¬ 
soons, four horns, two trumpets, three trombones, tuba, and strings. 
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Variations on a Theme by Joseph Haydn in B flat major. 

Op. 56A 

These variations exist in two forms, for symphony orchestra and for twc 
pianos. Which of the versions came first has long puzzled biographers. TE 
orchestral work precedes the other in the Brahms catalogue, but the twc 
piano version was published first, in November, 1873. The previous August 
Brahms and Clara Schumann played the set on two pianos at a friendl 
gathering in Bonn. The orchestral Variations were first performed at a Vienn 
Philharmonic concert on Nov. 2, 1873. Otto Dessoff conducted. 

Brahms first saw the Theme three years earlier, in the autumn of 187 
when Karl Ferdinand Pohl brought him some Haydn manuscript music t 
examine. It was part of a Divertimento for two oboes, two horns, three ba 
soons, and “serpent,” bearing the tide Divertimento mit dem Chorale & 
Antoni. It seems likely that Haydn wrote it for open-air performance in 17S 
or 1783. Whether the St. Anthony Chorale was Haydn’s own invention or 
theme of anonymous origin has never been setded. Brahms went on the e 
sumpdon that it was Haydn’s. The Variations were first played in America 
a Brooklyn concert by Theodore Thomas’ Orchestra on Apr. 11, 1874. 

In the Haydn original, as in the Brahms version, the Theme is given out 
B flat major, Andante 2/4. Brahms even preserves most of the Haydn scorii 
in stating the Theme, except that the “serpent” and third bassoon are : 
placed by a double bassoon, and the string bass is reinforced. The eight Var 
tions follow: I. Poco piu animato; II. Piu vivace; III. Con moto; IV. Andai 
con moto; V. Vivace; VI. Vivace; VII. Grazioso; and VIII. Presto non trap] 
capped by a finale in passacaglia form (Andante, B flat major, 2/2). 

L. B 

"Hungarian Dances” 

I offer them as genuine gypsy children which I did not beget, but mer 
brought up with bread and milk,” Brahms wrote to his publisher Simro 
The “gypsy children” referred to were a group of four-hand piano arran 
ments of HungEurian DEinces. Maybe they were “genuine, and maybe tl 
were brought up on “milk and bread.” The fact is these adopted waifs cau 
Brahms more irritation than any of his own “begotten” musical children. 

No sooner did the first two books appear in 1869 than a storm of ab 
broke over his head. Charges of plagiarism were leveled at him. Newspaj 
accused him of stealing melodies intact from Budapest composers. Otl 
went further: even the arrangements were pilfered! The Hungarian violi 
Remenyi, who had earlier accompanied Brahms on a Hungarian tour, clair 



JOHANNES BRAHMS *33 

most of the tunes as his very own. “I was in the habit of composing melodies 
in the inns where we stopped,” he maintained later, “Brahms saw some of 
them. In order to practice an innocent deception, I gave several of them the 
names of national songs without betraying their authorship ” 

Remenyi conveniendy ignored the fact that the melodies in question had 
appeared in popular Hungarian collections long before the Remenyi-Brahms 
tour. As for the other charges of plagiarism and theft, they were malicious 
lies prompted by spite and jealousy. Nobody took the trouble to read the title 
page of the “Hungarian Dances.” Brahms made no claim of originality 
there. The dances were merely “arranged for piano.” Simrock, not Brahms, 
was responsible for the ambiguity that crept in later when the words were 
altered to “set [gesetzt] for piano.” Brahms retorted angrily, by signing a let¬ 
ter to Simrock, “Yours, beside himself [gesetzt], J. Brahms.” 

Another significant fact is that the collection carried no opus number. 
Brahms, totally incapable of shady dealings, was not attempting to palm off 
the Magyar-gypsy melodies as his. Still further proof is that he first offered 
the set at an absurdly low fee to the Budapest publisher Roszavolgyi. The 
Hungarian, however, turned the arrangements down as an unsound invest¬ 
ment. Simrock was wiser. He gave Brahms the stipulated 80 Friedrichdors 
and proceeded to make a huge fortune on the arrangements. Brahms never 
regretted the bargain. He was notoriously indifferent to money. Incidentally, 
Simrock gave an ironic twist to the plagiarism issue by himself beginning a 
law suit against a “plagiarist” of the Brahms arrangements! 

Though Remenyi had sharpened his interest in the material, Brahms had 
always been drawn to the wild and passionate music erf Hungary. At the 
Prater in Vienna, gypsy fiddlers would improvise fiery strains for him. While 
on tour with Remenyi he culled tunes from the teeming repertories of native 
bands. Remenyi himself is said to have played native airs and dances “with a 
fire and abandon,” exciting audiences to wild acclaim. Besides the popular 
Budapest tunes of individual authorship, Brahms noted down one or two tra¬ 
ditional themes. At least three of the combined set of twenty-one Hungarian 
Dances are regarded as Brahms originals. When Remenyi was in America in 
1879 he complained to a reporter of the New Yor\ Herald that Brahms had 
given the world an utterly false impression of these Hungarian melodies. “I 
can no longer play them,” he lamented. “People now think I play them 
wrong.” 

Books I (Nos. 1 to 5) and II (Nos. 6 to 10) of the four-hand piano arrange¬ 
ments had appeared in 1869. It was not till 1880 that Brahms issued Books III 
and IV, the former containing Hungarian Dances Nos. 11 to 16, the latter 
Nos. 17 to 21. Brahms also arranged the set in Book I for two hands. Joseph 
Joachim, with Brahms’s permission, set the dances for violin and piano. 
Numbers 5 and 6 were also arranged for two voices and piano by the great 
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singer Pauline Viardot. As for the orchestral versions, Brahms himself i 
responsible only for» Nos. 1 and 3 of Book I and No. 10 of Book II. Antoi 
Dvorak transcribed Nos. 17 to 21. Andreas Hallen transcribed Nos. 2, 4, and 7 
and Albert Parlow the remainder. 

In 1874 the Allgemeine Musi\alische Zeitung printed a list of the composer 
of most of the tunes used in Brahms’s first ten arrangements. The origina 
titles of the dances were also given. Number 5, for example, was attribute* 
to Keler-Bela, the Budapest bandmaster. Its title was “Bartfai-emlek” (“Re 
membrance of Bartfa”). The composer of No. 6 was Adolf Nittinger. It 
title was “Rozsa Bokor” (“Rose Bush”). Number 7 merely carried the won 
“Volksthumlich” (“in folk style”). Its composer was unknown. 

When first shown Brahms’s arrangements, Elisabet von Herzogenberg, hi 
friend and confidante, exclaimed: “You have said the last word about thes 
melodies! You have taken material which concealed beauty within itself an 
raised it to a level of the purest art, without sacrificing any of its wildness an 
elemental power.” 

The Hungarian influence was a strong and recurring factor in Brahms 
music. The finales of both the Violin Concerto and Second Piano Concert 
show it markedly, as does the finale of the Piano Quartet, Op. 26. Amon 
other works, it is present in the B minor Capriccio, Op. 76; the waltzes fc 
piano duet; the Piano Trio, Op. 87; and the String Quartet, Op. 111. Tb 
Piano Variations on a Hungarian Air and the “Zigeunerlieder” for vocal qua; 
tet and piano explain themselves. The “Ungarische Tanze” are right at horn 
in the Brahms treasure house of music. 


L. B. 





Benjamin Britten 

BORN: LOWESTOFT, SUFFOLK., ENGLAND, NOV. 22, I913. 

Certainly his copious resource, quic\ wit, and unquestionable vir¬ 
tuosity constitute a valuable endowment which can hardly jail to bear 
fruit .— Frank S. Howes. 


"Sinfonia da Requiem,” Op. 20 

I. Lacrymosa. II. Dies Irae. III. Requiem Aeternam. 

A brilliant Violin Concerto, bristling with tart wit and novel effects, brought 
Benjamin Britten into the Philharmonic-Symphony fold of composers on 
Mar. 28, 1940. A few days later, England’s enfant terrible of music was al¬ 
ready at work on a composition of totally different purpose—a Sinfonia da 
Requiem, intended as an act of devotion to the memory of his father and 
mother. The score, completed that spring in Amityville, Long Island, is thus 
inscribed. 

The Latin titles, indicating the mood and scheme of the work, derive from 
the Catholic Requiem Mass, though the relation of the Sinfonia to the Catholic 
ceremony, avowedly, is emotional rather than liturgical. Mr. Britten has re¬ 
marked that though “short for a symphony,” his composition was “conceived 
on festival proportions,” and the scoring—for large orchestra, including triple 
woodwind, saxophone, six horns, piano, and a vast battery of percussion 
bears him out. An analysis from the composer’s own pen is given below. 

I. “Lacrymosa” (Andante ben misurato). A slow marching lament in a persist¬ 
ent 6/8 rhythm with a strong tonal center on D. There are three main motives: 
(1) a syncopated, sequential theme announced by the cellos and answered by a 
solo bassoon; (2) a broad theme, based on the interval of a major seventh; (3) 
alternating chords on flute and trombones, outlined by the piano and harps. The 
first section of the movement is quiedy pulsating; the second a long crescendo 
leading to a climax based on the first cello theme. There is no pause before 

II. “Dies Irae” (Allegro con fuoco). A form of Dance of Death, with occa¬ 
sional moments of quiet marching rhythm. The dominating motif of this move¬ 
ment is announced at the start by the flutes and includes an important tremolando 
figure. Other motives are: a triplet repeated (note figure in the trumpets), a slow 
smooth tune on the saxophone, and a livelier syncopated one on the brass. The 
scheme of the movement is a series of climaxes of which the last is the most 
powerful, causing the music to disintegrate and to lead directly to 

III. “Requiem Aeternam” (Andante piacevole). Very quietly over a background 
of solo strings and harps; the flutes announce the quiet D major tune, which is 
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the principle motif of the movement. There is a middle section in which the 
strings play a flowing melody. This grows to a short climax, but the opening tune 
is soon resumed and the work ends quiedy in a long sustained clarinet note. 

John Barbirolli led the premiere of this score at a New York Philharmonic- 
Symphony concert on Mar. 29, 1941. 

Benjamin Britten was only twelve when he went to study with Frank 
Bridge, the English composer, who remained a close friend and adviser. Later, 
at the Royal College of Music in London, John Ireland and Arthur Benjamin 
became his teachers in composition and piano, respectively. As early as 1934, 
his works were appearing on the programs of the Florentine festivals of Con¬ 
temporary Music. In fact, before he was twenty-four, young Britten was 
something of a festival stand-by. The Florentine festival sought him out in 
1934, the Barcelona in 1936, the London in 1938, the Norwich in 1936, and the 
Salzburg in 1937. 

He writes at terrific speed, if the quantity and variety of his output are any 
clue. Music for the stage, radio plays, and films figures amply among his pul> 
lished compositions. On the list of instrumental works alone are a Sinfonietta 
for chamber orchestra, a Phantasy for oboe, violin, viola, and cello; a Simple 
Symphony for string orchestra; a piano suite, Holiday Tales; a suite for violin 
and piano; a suite for orchestra, Soirees Musicales (After Rossini ), a piano 
concerto, and a set of Variations for Strings on a Theme of Frank Bridge. 
“Peter Grimes,” first produced in America at the Berkshire Festival of 1946, 
proved Mr. Britten’s marked originality as operatic composer. 

Mr. Britten early attracted the notice of a group of English critics, among 
them Edward Evans, who wrote as follows: 

After Britten had first made his name with works like the choral variations 
A Boy Was Born, revealing fertility in ideas and the requisite technical fluency to 
express them, there arose for a time the danger that he might become the bright 
young thing of the musical world. 

His facility was astonishing, and everything he wrote came off. But he did not 
always resist the temptation to squander his gifts on mere smartness. That danger, 
however, passed quickly. Young as he is, his recent works show the concentration 
upon essentials that heralds maturity* 

Xu B. 





Max Bruch 

born: cologne, jan. 6, 1838. died: eriedenau, oct. 2, 1920. 

The Bruch concertos occupy a position of honor in the violin 
repertory . . . . From the standpoint of the violinist who plays in 
public they are artistic Declarations of Independence; they are the elo¬ 
quent and inspiring documents which supply the proof that Bruch 
freed himself from all mechanical fetters .— Leopold Auer. 


Concerto for Violin and Orchestra in G minor, No. 1, 

Op. 26 

I. Allegro moderato. II. Adagio. III. Allegro energico. 

Over ten years elapsed between the first sketches and the completion of this 
Concerto. Bruch began jotting down ideas in 1857. However, it was not till 
1865 that he gave them serious consideration. The Concerto received its finish¬ 
ing touches at Coblenz and Sondershausen. On Apr. 24, 1866, it obtained its 
first performance at the last winter concert of the Music Institute at Coblenz, 
under the composer’s direction. 

Two postponements of the work had been occasioned by the illness of 
Johann Naret-Koning, concertmaster of the Mannheim Symphony, the violinist 
scheduled to play its premiere. When the first performance was finally given, 
a last-minute replacement played the solo violin part, one Otto von Konigslow, 
concertmaster of Giirzenich Orchestra and violin teacher at the Conservatory 
of Cologne. 

Following the premiere, Bruch took his work to the repair shop and did a 
complete job of overhauling it. In the summer of 1866 he sent it on to Joseph 
Joachim with a request for his advice and criticism, and in the same note he 
advanced the theory that the work was less a concerto than a “fantasie.” 
Anyway, he left it to Joachim to decide that question. 

The celebrated violinist returned the manuscript together with numerous 
suggestions for revision. He reassured the apprehensive Bruch, however, with 
the declaration, “I find that the title ‘concerto 5 is fully justified; for a fantasie, 
the last two movements are too completely and symmetrically developed. The 
different sections are brought together in beautiful relationship, and yet—this 
is the principal thing—there is sufficient contrast. 55 He then pointed out that 
Spohr had called his Gesangscene a concerto. 

When the suggested changes were made, plus others contemplated by Bruch 
himself, the Concerto was given its first performance in the revised version at 
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an informal and nonpublic rehearsal in the Royal Theater, Hanover, o 
October, 1867. Joachim was the soloist and Bruch the conductor. The form, 
premiere of the new version took place at Bremen, on Jan. 7, 1868, under tl 
direction of Karl Reinthaler, who was the head of the Singakademie in th 
city. Some time later in the same year the Concerto was published with 
dedication to Joachim, to whom Bruch dedicated also his Third Concert 

The Concerto in G minor, No. 1, Op. 26, begins with an introduction, 
prelude, which is not related to any other part of the first movement. The & 
theme is brought in by the violin, against a tremolo accompaniment T 
second theme is also introduced by the solo violin, and on the heels of a loi 
passage of development the prelude returns, following which some int< 
mediary measures bring forth the slow movement. 

Three main themes are the formal basis of the Adagio, and one of these l 
been called “a melodic glory of the nineteenth century.” It is heard a good d< 
throughout the movement as its chief feature, while the two other then 
function mainly as contrasting entities. 

The finale, after a brief prelude, launches into a theme of steady, marchli 
rhythm, via the solo violin. A lyrical second theme enters by way of l 
orchestra, and with a considerable development of the material the Conce 
comes to a brilliant coda, with which it ends. r. c. b 





Anton Bruckner 

born: ansfelden, upper Austria, sept. 4, 1824. died: Vienna, oct. ii, 1896. 

For a few, he was and is, at rare intervals, a seer and a prophet—one 
who knew the secret of a strangely exalted discourse, grazing the 
sublime, though his speech was often both halting and prolix. He 
stammered, and he \new not when to stop. But sometimes, rapt and 
transfigured, he saw visions and dreamed dreams as colossal, as 
grandiose, as aweful in lonely splendor, as those of William Bla\e. 
We \now that for Bruckner, too, some ineffable beauty flamed and 
san\ and flamed again across the night .— Lawrence Gilman. 


Symphony in E flat major, No. 4 (“Romantic”) 

I. Allegro molto moderato. II. Andante. III. Scherzo. IV. Finale.- 

Though this Symphony was completed on Nov. 22, 1874, it was not given the 
subtitle Romantic until two years later. It is believed that the composer tacked 
a subtitle, as well as a “program,” on it under the influence of Wagner. The 
latter, be it remembered, had gone so far as to concoct an elaborate literary 
interpretation of the Beethoven Ninth. Bruckner knew Wagner. In fact, he 
had dedicated—with the latter’s permission—his Third Symphony to him. He 
trembled with adulatory excitement at the mere thought of Wagner. If Wagner, 
therefore, could invent a “program” for the Beethoven piece, was there any¬ 
thing wrong in Bruckner’s doing a like service for his own—belatedly? 

The beginning of the Romantic Symphony Bruckner described as follows: 
“A citadel of the Middle Ages. Daybreak. Reveille is sounded from the tower. 
The gates open. Knights on proud chargers leap forth. The magic of nature 
surrounds them.” 

Gabriel Engel, in his biography of Bruckner, declares: 

That the composer did not regard the “program” seriously is evident from his 
remark concerning the Finale: “And in the last movement Fve forgotten com¬ 
pletely what picture I had in mind. . . . The work possesses, however, an un¬ 
mistakable unity hitherto without precedent in absolute music, for all four parts 
spring from the main theme, in the first movement. So logical and masterly is 
the development of this theme in the course of the work that the climax is not 
reached until the closing portion of the Finale. 

The Fourth Symphony underwent two revisions, the first occurring in 1878, 
and the second during 1879-1880, when the Finale was rewritten. 
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Seval years after its completion, on Feb. 20 1881, it «s given its prennem 
a, a Philharmonic concert in Vienna. Hans Richter was the conductor. R.chm, 
Lad invited Bruckner .0 one of the rehearsds. Durmg the pljng of on. 
“sap, Richter stopped the orchestra, puaaled. He turned to the compm«, 
22 “What note is this?" Bruckner, ever arnung to please, answered, An, 
eon loose. Quite as you like." When the reh f ml was over Bruckner pm 
sented the conductor with a thaler (a three-mark piece). 

Richter later said: 

The thaler is the memento of a day when I wept. For the first time I conducted 
a Bruckner symphony, at rehearsal. Bruckner was an old man then. His works 
wemhardly performed anywhere. When the Symphony was over Bruckner came 
To me He was radiant with enthusiasm and happiness. I fe t h im put something 
Z my hand. “Take it, and drink a mug of beer to my health. It was a thaler. 

The conductor kept the coin, not wishing to offend the aging composer. 

He finally fixed it to his watch chain. , . 

h any esse, at the performance the public approved of the Symphony whole- 
hewedly. Bruckner was called to the stage for bows after each movement. . 

toother number in that program was a piece b, Bulow. It was a symphomc 
poem going under the trenchant title of Tie Singes Curse. It wtu not recervd 
favorably. Mow, quite jealous of Bruckner's success, asked (refemng to th, 
Symphony), “Is that German music?” The answer has not been record: 

The bZL* Symphony is dedicated'to. the Prince Constant Hoheniohe 
Schillingfurst, who wL the Lord Marshal to the Empeto, of Austria. It wa: 
given its initial performance in the United States at New York on March 16 

1888, under the direction of Anton Seidl. 

Werner Wolff’s biography of Bruckner says of the work, 

The word “Romantic” has been used for this symphony in its most popula 
sense meaning imaginative, unrestrained, nebulous and mysterious. Nostalgi 
reverie is also called “romantic” at times and this meaning, too, has been applie 

“ate“^el clearly pm.es how difierend, this music can be felt. He wr. 
[in CW Discord, January, 1940]: "The long chant 

tions preceding the Fourth makes the radiant sunrise which begins th t y 
phony all the more amazing.” Again and again he stressed joyful upheaval. 

The first movement (Allegro molto moderate E flat major, 2/2) begi 
with a string tremolo in E flat, and soon a horn call is heard agamstthat. T 
wood winds 5 imitate the call, out of which the initial part of the fas: theme 
constructed. Its second part consists of what has been called di typ 
Bruckner rhythm,” two even quarter notes followed by a triplet ° ^ 
quarter notes. This fragment is given a good deal of development, and pr 
ently there is a modulation to the key of D flat. The violas announce the seco 
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theme proper, a subject of “caiualulc nature/’ The cellos take it up, playing it 
against a contrapuntal imitation in the violins. The first section o£ the move¬ 
ment ends with a development of the second part of the opening theme# 
Without repeat, another call like phrase, this time in the brass, ushers in a sort 
ol free fantasia. I he recapitulation comes next, proceeding along well-estab¬ 
lished lines of form, and the second theme is heard now in the key o£ B major# 
There follows a coda, whose chief structural feature is the prominence 
given to the first fragment of the first theme. The movement concludes very 
sonorously* 

The second movement (Andante, C minor, 4/4) corresponds to a romanza 
constructed on three subjects. The cellos bring in the first, the violins the 
second, and the strings and wood winds the third. 

The third movement (Scherzo, B flat major, 2/4) is built on a series o£ 
huntingTorn calls. There is a free development and a subsequent trio in G flat 
major entails the development of a theme in V‘h whose spirit is almost that o£ 
a minuet. After the trio, the scherzo is repeated. 

The fourth movement (masstg bewegt K flat major, 2/2) opens with softly 
intoned horn phrases which grow into another theme for trumpets. The full 
orchestra announces this theme in unison and fortissimo. A second theme, of 
a livelier nature, is first stated by the strings and later by the whole orchestra. 
There follows a free development and the movement takes up its various 
subjects in an elaborate counterpoint. It closes with a a sonorous apotheosis/ 1 
The Fourth Symphony is scored for three flutes (one interchangeable with 
piccoloh two obites, two cLumets, two bassoons, four horns, three trumpets, 
three trombones, bass tuba, three kettledrums, and strings. Tire Finale calls for 
a pair of cymbals, _ „ 

Symphony in li major, No. 7 

I. Alleyn* mudri.tto. It. Adagio: St*lir feierlirh uiul langsam (Very solemn 
amt ••low). HI. S*hwo: Allegro, Trio: rtwas lungsamcr (Somewhat 
•dower), IV. Finale; Jtrwrgi doth nielli sehnell (With movement, hut not 
hist ). 

Amwmvu T'» one ver.iiin of the story, Bruckner was working on the Adagio 
movement ol hi*. Seventh .Symphony when news of Richard Wagner’s death in 
Venice reached him. ‘Hie date of the Adagio's completion is given as Apr. 21, 
IMS'*, in this .mount. Wagner, Btuckner’s idol and inspiration, died on Feb. Id. 
It was thus a matter ol simple inference to regard the Adagio as a disciple’s 
lament over a Master’s demise. If the story is straight, the coincidence is one of 
the neatest and most ottiveuirnt in musical annals. 
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However, according to a second version, equally if not better substantiated 
by the record, Bruckner completed the Adagio in October, 1882, or four months 
before Wagner’s death. This version offers three possibilities regarding the 
Adagio. (1) It is not a dirge. (2) If it is a dirge, then the commemoration of 
Wagner was an afterthought. (3) Granted it is a dirge and granted it is in 
memory of Wagner, then the explanation holds that is often made of the 
funeral march in the Eroica Symphony; ue., like Beethoven, Bruckner must 
have been looking a bit ahead and speculating on his own and the world’s 
grief over the dreaded loss. 

In support of the third possibility we have abundant evidence. There is the 
written record, in words and music, of Bruckner’s love and reverence for the 
master. More specifically, there are excerpts from two letters written to his 
devoted pupil Felix MottL In one, first printed in the Schwabischer Mer\ur in 
February, 1900, Bruckner states: “One day I came home and felt very sad. It is 
impossible, I thought, that the Master should live much longer. And then the 
C sharp minor Adagio came to me.” In the other, written while Mottl was 
preparing the premiere at Carlsruhe, Bruckner makes the plea: “Please take a 
very slow and solemn tempo. At the close, in the Dirge [In Memory of the 
death of the Master], think, of our Ideal.” 

Moreover, ten years earlier Bruckner had dedicated his third symphony 
“To the Master, Richard Wagner, in deepest reverence.” He might well have 
dedicated all his symphonies to the Bayreuth genius, so complete was his 
devotion. Instead, the names of Franz Liszt, the King of Bavaria, and the 
Emperor of Austria adorn other dedication pages. The common belief is that, 
in his unfinished Ninth Symphony, Bruckner reached out beyond royalty and 
empire, even beyond Richard Wagner, and dedicated it to God! 

The matter of Bruckner’s intentions regarding the Adagio has puzzled and 
annoyed commentators. Biographers are divided on the subject, and equally 
positive. A faint suspicion creeps into some of the writings that Bruckner was 
induced by certain Wagnerites and Brucknerites to accommodate himself to a 
slight juggling of chronology. If not that, then some well-meaning member of 
the cult has tampered with the record. In any case, this much is certain: if the 
Adagio followed Wagner’s death, it enshrines his memory in elegiac form. 
If it did not, well, Wagner is there anyway, in some other form. 

In fact, Wagner, at least in the spirit, was always there with Bruckner. The 
simple, awkward, unassuming organist and school teacher from the north, the 
pious villager of peasant stock described as half yokel and half seer, had en¬ 
countered the music of Wagner and lost his head and heart to it. To adapt the 
Master’s theories to absolute music and to find a place for them in the sym¬ 
phony became a fixed goal. For better or for worse, Bruckner had formed a 
lifelong attachment. In some ways he paid dearly for it. Vienna was an armed 
camp. In the press Wagnerites and anti-Wagnerites fumed venomously at each 
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other. To those who trooped after Richard of Bayreuth, Eduard Hanslick was 
a kind of devil incarnate. For the perfect Wagnerite to be seen in affable con¬ 
versation with the critic of the Neue freie Presse amounted to artistic suicide. 
His reviews bristled with acid gibes at the Wagner cult. And when the Bruck- 
nerites set up their idol as a kind of alter ego of the Bayreuth master, Bruckner’s 
doom was sealed. The Hanslick faction pursued the new quarry like Greek 
Furies. They saw him deliberately pitted against their own standard-bearer, 
Brahms, and raged still more. 

Disciples of Bruckner affirmed that Hanslick lay awake nights “plotting his 
destruction,” that he tried to have him ejected from the Vienna Conservatory, 
that he intrigued to prevent performances of his work. Hanslick no doubt went 
all lengths to demolish Bruckner as a composer. That he schemed to discredit 
him as a teacher is going a bit too far. Hanslick had his own ideas about music, 
Brahms’s largely coincided with them. Wagner’s did not. For Hanslick it was 
bad enough to have Wagnerism wreck opera, as he saw it. To find it poaching 
on symphonic grounds under another’s name was adding insult to injury. That 
was his temperament. To the very end he refused to accept Wagner and 
Bruckner, and he went to his grave a byword and a monster to their camp 
followers. 

When the Seventh Symphony, after triumphing in Leipzig, Munich, and 
Graz, finally reached Vienna in a performance by the Philharmonic under 
Hans Richter’s direction, the anti-Brucknerites were ready for it. They espe¬ 
cially resented the action of a sturdy Bruckner wing among the subscribers in 
recalling the composer four or five times after each movement. Hanslick, 
admitting quite frankly that he found himself unable to judge Bruckner’s 
music dispassionately, nevertheless proceeded to blast away at it as “unnatural,” 
“inflated,” “sickly,” and “decayed.” Max Kalbeck, writing in the Presse, 
confected a wild jingle from well-known lyrics to illustrate Bruckner’s style of 
composition. “We believe as little in the future of the Bruckner symphony,” 
he went on, “as in the victory of chaos over cosmos.” He observed of the chief 
theme of the first movement, “No one knows where it comes from or where 
it is going; or rather, it comes from the Nibelungs and goes to the devil.” To 
Kalbeck the theme of the Scherzo was a “mixture of swagger and beggarli¬ 
ness.” G. Dompke of the Wiener Allgemeine Zeitung could do nothing better, 
in his rage, than scream out: “Bruckner composes like a drunkard!” 

The Emperor Franz Joseph is said to have asked Bruckner once to name a 
wish and it would be granted. Whether facetiously or not, Bruckner is supposed 
to have requested him to stop Eduard Hanslick from insulting him in print. 
Composers have their own way of shaking off the accumulated qnills of a 
lifetime; Bruckner reserved final judgment on Hanslick until late in his career, 
when his pupil Carl Hruby credited him with the statement: “I guess Hanslick 
understands as little about Brahms as about Wagner, me, and others. And the 
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Doctor Hanslick knows as much about counterpoint as a chimney sweep about 
astronomy.” 

One of the strangest phenomena of nineteenth-century European music was 
that Bruckner, a simple, naive, lonely, and sensitive man, with thoughts fixed 
on God and eternity, should have been one of the most cordially hated com¬ 
posers of his time. The adoring band of followers partly made up for it in 
loyalty' and fighting spirit, and the Viennese public soon came to recognize hii 
worth. But in the enemy camp his very appearance was cause for ridicule 
Hanslick even taunted him on his “Emperor Claudius head,” and the trium 
virate—Dompke, Kalbeck, Hanslick—reveled in descriptions of the comical 
ill-dressed figure forever bowing acknowledgments to his embattled flock 
Some felt, too, that there was no place in gay Vienna for this boorish asceth 
from the provinces, with his sheltered, unromantic life and his funny home 
spun dialect. To Hanslick there was always something ludicrous in the spectacl 
of this pious man, steeped in textbook counterpoint and churchly lore, swep 
off his feet by the new current and going over, body and soul, to Wagnerism 
He saw Bruckner as leading a double life. In one he was the formidabl 
contrapuntist Albrechtsberger returned to life. In the other he was Wagnei 
And Hanslick thought he had dealt the fatal blow with the line: “BehoL 
Albrechtsberger walking arm in arm with Wagner!” 

Some of the finest words ever written about Bruckner came from Feli 
Weingartner not long after the Austrian composer’s death. They make bracin 
reading after the oafish blasts of the Hanslick-Dompke-Kalbeck battery. 

Think of this schoolmaster and organist, risen from the poorest surrounding 
and totally lacking in education, but steadily composing symphonies of dimei 
sions hitherto unheard of, crowded with difficulties and solecisms of all kind 
which were the horror of conductors, performers, listeners, and critics, because the 
interfered sadly with their comfort. 

Think of him thus going unswervingly along his way toward the goal he ha 
set himself, in the most absolute certainty of not being noticed and of attainin 
nothing but failure—and then compare him with our fashionable compose 
borne on by daily success and advertisement, who puzzle out their trifles wit 
the utmost raffinerie. And then bow in homage to this man, great and pathet 
in his naivete and his honesty. I confess that scarcely anything in the new syn 
phonic music can weave itself about me with such wonderful magic as can 
single theme or a few measures of Bruckner. . . . 

The Seventh Symphony is dedicated “To His Majesty the King, Ludwig 
of Bavaria, in deepest reverence.” Besides the usual strings, the score calls f< 
flutes, oboes, clarinets and bassoons in pairs, four horns, three trumpets, thri 
trombones, four tubas, one double-bass tuba, three kettledrums, triangle, ar 
cymbals. 




ANTON BRUCKNER 


*45 


In the first movement (Allegro moderato, E major, 2/2), the chief theme is 
given out by the cellos and repeated by the violins and wood winds. The 
second theme is stated by oboe and clarinet. The Adagio (Sehr feierlich und 
langsam, C sharp minor, 4/4) is the most famous movement in any of Bruck¬ 
ner’s symphonies. After his death this magnificent lamentation was performed 
in many German cities as a tribute to his memory. The Scherzo (Sehr schnell, 
A minor, 3/4) is based on two themes, the second of a tempestuous nature. 
The trio (Etwas langsamer, F major) is of a contrasting character. After it the 
Scherzo is repeated. The Finale (Bewegt, doch nicht schnell, E major, 2/2) 
is a rondo beginning with a subject of noteworthy brilliance. It ends with a 
coda imposing in its power. 

Arthur Nikisch introduced the work on Dec. 30, 1884, at a concert in 
Leipzig given, according to one record, for the purpose of raising money for 
a Wagner monument. Theodore Thomas led the American premiere in 
Chicago on July 29, 1886. ^ B _ 

Symphony in D minor, No. 9 

I. Feierlich (Solemnly). II. Scherzo, Bewegt lebhaft (Mosso vivace). 

III. Adagio, sehr langsam, feierlich (Very slowly, solemnly). 

A. symphony dedicated to God! Such, at any rate, is the legend handed down 
about Bruckner’s farewell symphony. According to the 'story, Bruckner, who 
died while working on the final bars of the Adagio, intended to inscribe the 
symphony “to the dear Lord.” 

“I have done my duty on earth,” said Bruckner to a caller shortly after his 
seventieth birthday. “I have accomplished what I could, and my only wish is 
to be allowed to finish my Ninth Symphony. Three movements are almost 
complete. The Adagio is nearly finished. There remains only the Finale. I 
trust Death will not deprive me of my pen.” He prayed nightly to God for 
time to complete it. “If He refuses, then He must take the responsibility for 
its incompleteness,” he remarked. 

Despite attacks of dropsy and a dangerous heart condition, Bruckner worked 
feverishly at his symphony. But he died without finishing it. For some years 
it was thought Bruckner left sections of the work in an imperfect state. How¬ 
ever, the publication of the ninth volume of a critical edition of Bruckner’s 
works in the early thirties proved that the three movements of the Ninth 
Symphony, as the composer left them, “must be unconditionally regarded and 
respected as his final intention.’) 

Moreover, it developed that Bruckner had also been engaged for some time 
on sketches of an Allegro-Finale. Professor Orel, who edited the ninth volume 
of the Bruckner’s works, included a sketch of this unfinished Finale which 
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rewalcd Bruckner’s main outlines of form and structure up to the beginning 
of the coda. Unfortunately, there is no hint anywhere of how the .symphom 
was to end. In the words of Willi Reich: “That portion always treated irj 
Bruckner as a grand summation and, hence, probably the most importafii 
passage in the symphony, must remain an eternal mystery.” 

Reich, in an article appearing in Chord and Discord the magazine of Thi 
Bruckner Society of America—now assailed the frequent practice of ttssa,i 
Bruckner’s Te Detm as a choral finale to the Ninth Symphony. "’One glarwi 
at this mighty torso of a Finale,” he stated, “is enough to convince us that tin 
practice . . . corresponds in no respect to the composer's true intention, h 
this final choral work shows no relationship to the thematic world unf *r 
gettably established in the three completed movements of the symphony.” 

This conclusion coincided with Professor Orel’s own contention in the ft.-j 
published version of Bruckner’s original score: “Bruckner's clear intent »i 
conclude the Ninth Symphony with a gigantic instrumental Finale proves tin 
utter futility of any attempt to establish a spiritual connection hr tween it aru 
the Te Deum—nn attempt so frequently made by eonductots, despite f.c.i 
insuperable period of a decade separating the conception of the two wanks .1 
the mind of the composer. Furthermore, the Adagio of the Symphony . 
g rains symbolic significance through the realization that the inrxotahle gup j 
F ate wrested the pen from the aged master’s hand almost at the vetv tuutwa 
in which he would have sealed the work with a completed, formal Allege 
Finale.” 

The appearance of this authentic edition of Brttcknei's Ninth caused **'1 
rMng of a stir in musical circles because of the so-called "Loewr Vernon” k;s 
in use. For years it had been supposed that Bruckners mamiwttpt had W 
left in a highly unsatisfactory state, that thanks to Bunknn \ faithful dmc I 
Ferdinand Loewc a rough garbled manuscript had been tcndrtrd plasTaj 
through a polished arrangement. There had Item a sensational ptrmiere 1 
Loewe’s version on Feb. II, I'HH, in Vienna, under his own dttr.sson, Mao 
Brucknerites, who had not even suspected the existetnr <4 tins pi.thmit . 
work, were astounded by the revelation. This, int ideumllv, on. tutted sr-r 
years after the mastet’s death. In F<fM, late we published tltr edited •»utr, Kt >'i 
years after the Vienna premiere, doubts began to arise among Him bun -h ho! a 
about Loewe’s emendations. Drastic, uncalled for change** of on hesitation w*u 
suspected, and glaring instances of tin Bruckner like transitions weir no vs 

Max Auer wrote as follows in the ZtilscArtjf fur Mtatk (lain .{noted -l ; 
Chord and Discord): 

Listeners began to notice frequent details in the music w!u< h woeo! far 
plicable in the light of Bmknrr's frank and sturdy svinphotu, »!saf.i'.»-t, 

When the Scherzo leaped lightly forth. all aghttrr with .»{?% t'>'n> h r*pr\ 
the audience was remindeil of the scintillating manner of Berlin/*, iiratU 60 «-nia*..-ii 
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In the minds o£ many there arose some such questions as these: Where are those 
abrupt, Bruckneresque transitions between the passages? Why do the various 
phrases end in gentle expirations? In short, whence comes this odd finesse, this 
smooth polish, into the work of a composer universally noted for his rugged 
individuality? 

The answer was provided by two important events. One was the Kritische 
Gesamtausgabe of Bruckner’s music, sponsored by the Bruckner Gesellschaft. 
The other was a semiprivate performance—also sponsored by the Bruckner 
Gesellschaft—at the Tonhalle in Munich on Apr. 2, 1932, of both die “Loewe 
Version” and the original. The conclusion was unanimous: “So far from being 
unplayable, the original version far surpassed the £ Loewe Version 5 by the 
splendor of its orchestral coloring and the power of its dynamic contrasts. 
The two versions differed so vastly in spirit that they might be said to belong 
to different worlds.” Thus Bruckner’s Ninth Symphony became available to 
the world in two widely opposed versions. It should be pointed out that 
Professor Orel arrived at his thesis of Bruckner’s own “definitive” version only 
after an arduous study of all the detailed revisions made by the composer. He 
established that three movements of the Ninth Symphony were the final stage 
in a long process of evolution. As evidence, Professor Orel traced the Sym¬ 
phony’s slow growth through six separate versions! 

There was never any question of Loewe’s good intentions in all this. Actually, 
it was regarded by the less embattled Brucknerites as a case of misplaced zeal. 
Professor Orel himself stressed this in a subsequent lecture at the University of 
Vienna. Loewe, he affirmed, had been actuated solely by the desire of a devoted 
friend and disciple “to render more acceptable to the ears of his contemporaries 
the general tonal ruggedness of this symphony as left by the master” (Willi 
Reich). Ironically, it was probably modesty that restrained Loewe from di¬ 
vulging the changes he had made in Bruckner’s orchestration. He regarded the 
task as a labor of love. And despite growing critical suspicion, his version stood 
for thirty years as a standard repertory score. Such as it was, he had rendered a 
service somewhat parallel to Rimsky-Korsakoff’s in editing Boris Godounoff. 

When Otto Klemperer and the New York Philharmonic-Symphony Society 
offered the American premiere of the restored original version in Carnegie 
Hall on Oct. 11, 1934, Lawrence Gilman called it a “consecrational disclosure.” 
With several others he then concluded that the Loewe version, with which the 
music world had been familiar, was an “astonishing perversion and distortion 
of Bruckner’s intentions.” He now spoke of Loewe s edition as unauthorized, 
injudicious, and impertinent.” Students who followed the performance with 
the old score, he ventured, “must have noticed the instances in which not only 
Loewe the tonal chiseller, but Loewe the superfluous decorator, was put to rout, 
and something native and strong and unmistakably Brucknerian restored to 
the structure of the score.” 
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Continuing, Mr. Gilman wrote: 

They must have noticed here the omission of an excrescent wood-wind phi 
or kettledrum solo, there the restoration of significant chord passages, or 
felicitous substitution of violas for bassoon, or the assumption by tubas, * 
magical effect, of a passage given inexplicably to muted cellos and violas, or 
alteration of dynamics and tempo marks. Above all, they must have listei 
incredulously to the climax of the Adagio as Bruckner actually wrote it, a pass 
exalted from banality to greatness merely by the simple and honest process 
letting it sound as its creator intended. 

This point about the Adagio was dwelt on at greater length in Gilm: 
Sunday article in the New Yor\ Herald Tribune two days later: 

If the student will turn to page 136, bar 3, of Loewe’s edition of the orches 
score in the Universal Ed. (page 186, bar 1, of the Eulenburg miniature score) 
will find that Bruckner apparently builds the climax of the movement at 
point upon a fortissimo proclamation of the main theme by the trombones, ti 
string basses, and bassoons under a simple chord of E major sustained and re 
ated by woodwinds, horns, tubas, and a repeated figure of the violins—a sonoi 
but hardly distinguished treatment of the subject. 

But one has only to examine Bruckner’s original score (page 180, bar 1) to 
at once that what Bruckner said and clearly intended to say at this point was sc 
thing utterly different from what Loewe has represented him as saying. 
Bruckner wrote the passage, the mighty theme in the basses, with its upward 
of a tenth, is heard against an audacious and magnificent dissonance formed by 
simultaneous sounding and reiteration (in the woodwind, violins, and upper bi 
of the notes E, F sharp, G sharp, A, B, and C. The effect is unforgettable- 
inspiration of sheer genius that, at a stroke, alters the passage from rather er 
rhetoric to poignant eloquence. 

But Loewe seems to have been shocked by it. He preferred something smoc 
and more decorous. So he sandpapered Bruckner’s superb dissonance, rem 
offending notes from the chord, and turned it into an orthodox E major, retai 
only the passing and innocuous F sharp in the violin figure. Thus manicured 
made harmoniously presentable, the passage might have been composed 
Mendelssohn himself in one of his more daring moments. 

Another example of Loewe’s tampering with the original occurs in the 
movement, page 41, bars 4 to 5. There Bruckner pauses on a seventh cl 
The orchestra is silent for a bar and a half. Like nature, Loewe appan 
abhorred a vacuum, the result being that the silence was filled with a pi 
of his own for oboe and clarinet. As a rule Loewe’s changes were in the in 
mentation, but these bristle on every page of the score. Loewe, it was sugge 
was evidendy resolved to translate Bruckner’s economy into Wagner’s lu: 
For Bruckner’s scoring almost foreshadows modern technic in expre 
instrumentation. In one place Bruckner achieves a contrast by dividing a tl 
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between strings and wood winds. Loewe joined the instruments in a combined 
statement of the theme, thus destroying the intended color effect. 

Theodore Thomas conducted the American premiere of Bruckner’s Ninth 
Symphony at a concert of the Chicago Orchestra on Feb. 20, 1904, only a year 
after the Viennese premiere. Karl Muck first directed it in Boston on Nov. 1, 
1907, bringing it to New York a few days later, on Nov. 7. There has naturally 
been speculation as to whether Bruckner deliberately chose the key of D minor 
with Beethoven’s own Ninth Symphony in mind. Bruckner anticipated this. 
“It grieves me,” he once remarked to his friend August Goellerich, “to have 
conceived the theme of the Ninth in D minor. People will say: ‘Obviously 
Bruckner’s Ninth must be in the same key as Beethoven’s Ninth.’ But I cannot 
discard or transpose the theme because it appeals to me just the way it is, and 
it looks well in D minor.” The former practice of adding the Te Deum as a 
choral finale only strengthened the analogy in people’s minds. 

The three movements are marked as follows: I. Feierlich (Solemnly), D 
minor, 2/2; II. Scherzo, Bewegt lebhaft (Mosso vivace), D minor, 3/4; 
III. Adagio, Sehr langsam, feierlich, E major, 4/4. 

The First Movement is unorthodox in structure. Each of the four major 
themes is built up to a resounding outburst. After some prefatory material, 
the spacious first theme rings out boldly in D minor from the top of a 
crescendo. The second theme, slower and more lyrical, is brought in by the 
first and second violins in A major, ending in a C major phrase. Violins and 
violas presently take up the third theme, and then expound a fourth theme, 
which is an extension of the third. There is a crescendo, mounting to a 
shattering climax, and soon the second main section of the movement—free 
fantasia and review—begins. The chief theme dominates the coda. There a 
motive from the introduction is heard too. 

The second movement, substantially a classical scherzo with trio, is broadly 
worked out. The main theme first appears pizzicato among the strings. This 
is freely elaborated at some length, after which the trio (F sharp major, 3/8), 
faster than other interludes of this kind, begins. Two themes, one for strings, 
spiccato, the other, etwas ruhiger (somewhat quieter), for strings and oboes, 
are developed in the trio, and the scherzo proper returns. 

The Adagio is substantially in sonata form. The first theme is given out by 
the violins. “This deeply earnest theme,” said Gilman, “with its upward step 
of a minor ninth, is characteristically Brucknerian, though the wraiths of Liszt 
and Wagner do unmistakably peer out at us through the bars.” Later the 
second theme is introduced in broad style by the first and second violins. Its 
key is A flat major. There is detailed development of both themes. The pace 
sharpens as a last Bruckner crescendo gets under way. The orchestra recalls the 
first theme fortissimo, and there is sudden peace, ghostly and elegiac. “The 
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flickering violins and the dark-tinged tubas,” wrote Werner Wolff, “convey d 
. re ^ jjjg deeply absorbed composer writing the last pages with a tremblin 
hndThis time Bruckner tells us a story—the story of his end.” 


Overture in G minor 

In 1862 at the age of thirty-seven, Bruckner, dissatisfied with the dull ai 
academic instruction of the Viennese Simon Sechter, switched to Otto Kitzl< 
who was conducting opera at Linz. Kitzler, an arch-modernist of the tin 
coached him in theory and composition and introduced him to the magic wor 
ofRichard Wagner, who remained Bruckner’s musical deity to the end. 

An early symphony, in F minor, lacking a scherzo, dates from the Kid 
regime but shows the influence of Mendelssohn, rather than of Wagner. T 
G minor Overture, more direcdy inspired by Kitzler’s worship of Wagner, al 
belongs to this period, its composition dating from January, 1863. Kitzler hii 
self thought well of the work, though he grouped it with two or three ott 
pieces, among them a march, under the benevolent label of Schularbeiten. 

P Wagnerian traces are unmistakable in the harmonic scheme, and the fin; 
suggests Wagner’s Magic Fire motive, though the resemblance is doubd 
pure accident. Contrasting with a strict classicism, Bruckner’s own roman 
flair asserts itself sturdily. A theme for strings in the body of the ovem 
foreshadows in melodic structure the chief theme of the first movement of I 
Eighth Symphony, and the very last pages bear a similarity to the finale of i 
Fourth Symphony. Bruckner’s contrapuntal skill is clearly manifested, an< 
recurrent cello phrase of querying nostalgic mood is enough to stamp 1 
overture Bruckner’s. 

The work was buried away with other early Bruckneriana until F< 
Weingartner put it on a Vienna Philharmonic program in October, 1921.1 
manuscript is now in the Vienna State Library. 



Ferruccio Busoni 


mm: kmpou, near Florence, italy, afr. r, 1866 . died: Berlin, july 27 , 1924 . 

He reminds me strongly of Balthazar Claes, the old alchemist in 
4 *1m Recherche de l'ah sola" of Balzac, seeding endlessly, insatiably, 
mdcfatigably for some* artistic philosopher's stone ; some formula 
which Will i amiably produce the *'magnum opus' 4 of which he 
dreams. It seems always within reach, and yel constantly eludes him . 
—Cecil (t ray* 


Second Orchestral Suite* ""Geharnisclite” ("'Armor”), 
Op. 34A 

The Geharnischte Suite, with its obvious northern flavor, belongs to a period 
in Busonis writing when his treatment of themes, color, and structure was still 
influenced by the romantic school. It is only with the Comedy Overture of 1897 

that he strikes out on paths leading to “a new classicism,’* so-called. Often 
referred to as The Finnish Suite $ the Gcharnisehte commemorates a set of 
friendships formed in Helsingfors, where Busoni had spent a year, 1889-1890, 
teaching at the Conservatory and where he had met and married Gerda 

Sjbsirand. 

The sutte- composed in 1891, revised in F4K, and published in 1Q0*>—is 
dedicated to "kirn Leskowifrn (1889),“ which suffices to establish the Finnish 
connection* hesko, incidentally, was the name of the Newfoundland dog that 
Busoni took with him to Helsingfors* Each of the four movements is dedicated 

to one of Busoni’s friends in l Irhmgfurs. The first, the “VorspkT* or “Intro 
ilitctumA bears the name of Jean Sibelius* 'Hie second, “Krtegstamd* or “Danza 
CfUettesea** (“War t)aiue*‘), is dedicated to Adolf Paul, lire third, “Grabdenk- 
maB* or “Monumento ftmebre** {“Ptmeial monument”), an andante grave, 4/4, 
is dedicated to the conductor and composer, Armas Jaernefelt* The fourth - 
“Ansturm” or “Assalto” (**< Jmlaught”) an allegro impetuoso in I) minor, 
ted, is dedicated to Hr to JarrnrfVh. A picture of an armored knight on horse¬ 
back appears on the score cover, bearing out the title gcharnisehte and indicat¬ 
ing the martial and ihtvahtc character of the music. The word, as Philip Hale 
oner suggested, conveys not only the ideas of armor and harness, hut defiance 
us well, since a geharmn hie Ant wort signifies a “defiant reply.” 

Hugo laachfenfriff discerns “recollections from northern shores in the spirit 
whkh breathes in these martial sounds, these thythms full of obstinate north¬ 
ern energy, these austere plastic melodies. 1 * Resemblances to Sibelius* sym- 
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honic works have been pointed out, especially in the way of buildtr 
climaxes The hints of northern color and feeling are especially strong i 
V™! movemC nt, which mounts to a brilliant climax in the middle and 
tapers off gradually to a hush. In the final section a fiery and stormy « 
contrasts with a soft passage suggesting “a faint echo of far-nrf fighting ” 


"Indian Fantasy” for Piano and Orchestra, Op. 44 

In August, 1891, Busoni and his wife set sail for Ametie.t. He had acre 
post thanks to the urging* of friends, at the New England Omsnvau 
Boston. However, Busoni was anything hut an inconsiderate son, so th 
thought of properly caring for his parents had also a good deal to do wi 
trip. America, even then, was a land of hop and promise ami valid d 
The first couple of weeks in Boston were enough to discourage him; com 
at the Conservatory were scarcely idyllic, ami the financial framework 
institution teetered'dangemusly. He was not very happy. He withstood 
of it and resigned, his colleagues praising him for his courage, thmig! 
declared, “you are strong enough to stand on your own feet.” 

Nevertheless, there was compensation for his stay in Boston: (!) a » 
born to him, and (2) hr hobnnblwd with the celebrated Arthur Ntkiwl 
was flourishing there in the role of conductor. Moving with he. fan 
New York he launched out on the life of a "traveling virtuoso/' wlmh < 
him, infinitely preferable. But he missed Europe, “In Atnetua, he umt 
“the average is better than elsewhere, hut along with that there ts mmt 
average than elsewhere, and, as far as I can see, it will soon !*r all ur< 
In the spring of IK'H, he decided to go luck to "clscwheic.” 

He returned, strange us it seems, in t'HO, This time fir foiimH otulitiou 
bearable. He undertook several sotuert tours, and even visits to "dr 
Boston” proved less irritating than previously. A former New Yotk f» 
his, Natalie Curtis, brought to his attetirtoii the music of thr Indians, 
reacted to it with eluiaurnsttc elan, Not till the next yeat, on another 
tour of America, was lie to go slightly fjcyotid the toying with the trie. 
But, he thought, he mm n*a iw rtdu ulotis, hr must not ape 1 >v«t.tk am 
a work on Indian tunes in ;hr Ixip/ag u.tdttjon, It outumd to him *h 
simple plan, following a "mothei -am tit Mr war pe.ne" idea might pros 
tive. There the mailer rested nil Ed >, when he made a m-w visit u> A 
He was received royally at fir, NVsv York iecit.il, his an.lim e m !o>U» 
stellar pianists as Josef ! lofmann, Rapftaef Joseffy, Mail. I 
Friedberg, Harold Batin, and I'rrcy I iramger. 
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His tour proved only of fair financial success, but his time had not been 
wasted altogether, for he completed, among other works, the Indian Fantasy, 
on which he had devoted much toil, though intermittendy, since his earlier 
sojourn. Its progress had been labored, but now it was finished. 

He played the work for the first time in public at a concert of the Zurich 
Municipal Orchestra, Volkmar Andreae conducting, in January, 1916, and per¬ 
formed it often after that. His pupil, intimate friend, and collaborator (for the 
edition of the Well-Tempered Clavier ) Egon Petri has also played it frequently. 

R. C. B. 


"Sarabande” and "Cortege,” Studies for Doctor Faust , 
Op. 51 

Busoni’s acknowledged masterpiece, Doctor Faust, is regarded by his biogra¬ 
phers Edward J. Dent and Gisella Selden-Roth as a kind of summing up of 
his whole career as creative musician and esthetic theorist. Goethe’s works had 
long been a second Bible to Busoni, and the Faust legend had assumed for him 
a great symbolic spectacle of art and life. Dent professes to see Busoni himself 
in much of the role of Faust. The cry of Faust, “Give me Genius, with all its 
sufferings,” is said to echo Busoni’s own tragic plea for expressive power, and 
Faust’s constant delving into the riddles and mysteries of art and thought is 
taken as mirroring Busoni’s own bent. Indeed, Busoni has even been regarded 
as a composite Faust and Mephistopheles, combining, philosophically, the 
seeker after truth and the eternal sceptic. 

His theory of the theater, as applied to Doctor Faust, appears in the second 
stanza of the Prologue: “The Stage exhibits the gestures of life, but it bears 
plainly the mark of unreality. If it is not to become a distorting mirror, it must 
act fairly and truly as a magic mirror. Grant that the stage only lowers the 
values of what is true, it can then do full justice to the incredible, and though 
you may laugh at drama judging it as reality, it will compel you to seriousness 
if you regard it as mere play.” Busoni insisted on calling his opera a puppet 
play,” though probably only in an oblique and abstract sense. As Dent points 
out, Busoni cannot seriously have planned his Faust for puppet performance, 
since it could be given only in “a large opera house with every modern technical 
appliance, not to speak of its vast choral and instrumental requirements. 

Rather is the puppet-play idea an indication of the opera s remoteness from 
everyday sentiment and sentimentality” (in keeping with Busoni’s basic theory 
of art). The opera may lack “humanity,” but in its approach to the ideal of the 
puppet show, it “gains in austerity and dignity.” The idea is further enforced 
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by the sketch of a puppet theater appearing on an inner curtain, showing an 
array of the opera’s characters. 

When the work was presented in London by the B.B.C. in March, 1937, 
F. Bonavia pointed out that its unusual character precluded “all possibility of 
its being measured by common standards.” He called it “a singular epic of 
disillusion and disenchantment,” and stressed the hardships involved in staging 
Busoni’s magnum opus, mentioning, too, the recurring tours de force devised 
for the cast of twenty singers. In the opera, Busoni’s human “puppets” appear, 
disappear, and alter shapes in startling sequence, at times suggesting the topsy¬ 
turvy wonderland of Salvador Dali’s surrealism in their symbolic transfor¬ 
mations. 

The Sarabande and Cortege were published as “studies” in 1921. In her book 
on Busoni, Gisella Selden-Roth, speaks of them as a temporary “goal” set up 
and reached by Busoni while slowly evolving the whole plan of Doctor Faust. 
The Sarabande —described by Pannain as “a symphonic intermezzo of intense 
lyrical life, where the fundamental situation of the Faust-Busoni drama finds 
its being”—is closely associated with Faust’s last entrance and is designed to 
introduce and foreshadow his death. The Cortege, a weirdly fantastic interlude, 
was later incorporated with Busoni’s Tanzwalzer into the music accompanying 
the procession of guests at the wedding festivities of the Duke and Duchess of 
Parma. The scene leads to the entrance of “the famous Doctor Faust,” who 
proceeds to evoke Solomon and the Queen of Sheba, Samson and Delilah, and 
Salome and John the Baptist for the Duchess’s entertainment. Both pieces were 
first played in Berlin on Jan. 13,1921, at the second of three concerts of Busoni’s 
music organized by the newly founded magazine Der Anbruch. Also on that 
program was the Tanzwalzer, later similarly utilized in Doctor Faust. 

Busoni was still at work on Doctor Faust when he died. The job of com¬ 
pleting it went to Philipp Jarnach, and the premiere followed soon thereafter, 
on May 21, 1925, in Dresden. His earlier operas, Die Brautwahl and Arlecchino 
had been produced, respectively, in Hamburg in 1912 and in Zurich in 1918, 


L. B. 




John Alden Carpenter 

born: park ridge, ill., feb. 28, 1876. 

Carpenter s music is characterized by certain easily discernible traits , 
chief of which are a whimsical fancy, a delicate, even poetic, humor 
and tender sentiments . . . . He is a composer who produces music 
with manifest enjoyment and whose quic\ impulses are governed by 
good taste. —W. J. Henderson. 


Symphony No. 2 

I. Moderator Allegro. II. Andante. III. Allegro. 

In 1936, John Alden Carpenter retired from the position of vice-president of 
the family concern of George B. Carpenter and Company, dealers in mill, 
railway, and ship supplies. His had been the career of the successful business 
executive, but together with that he had managed to devote full-time activity 
to composition. His musical leanings were first discovered by his mother, an 
amateur singer, who gave him his earliest lessons. Educated at Harvard where 
he also took all the music courses offered, he received further musical training 
from Edward Elgar and Bernard Ziehn. 

Carpenter has been able to follow his bright, particular muse with a special 
freedom, thanks to economic independence. This is exemplified in the un¬ 
academic progress of his works, which form a line that runs a full gamut of 
experimentation and inquisitive thinking. In “Green River,” a song dating 
from 1909, and in other early pieces, “we find whole-tone progressions and an 
apparent desire to exploit the upper reaches of the overtone series; and these 
things were written by a man who at that time had not yet heard one note of 
Debussy!” 

A Violin Sonata (1911), while akin to certain aspects of the Cesar Franck 
style, proceeds under its own steam most of the way, stamping the composer as 
one “who is not afraid of showing influences,” as John Tasker Howard reports 
in his book, Our Contemporary Composers, “yet who is not content to be an 
imitator.” Carpenter’s first real bid for important attention came with his 
composition of Adventures in a Perambulator (1914). This is a piece of pro¬ 
gram music for orchestra, given to light fun making and whimsy. In the 
Concertino for Piano and Orchestra (1915) he again avoids the heavier moods, 
focusing on novelty devices that foreshadow a jazz rhythm persuasion. 

The Birthday of the Infanta, composed for a ballet production of the Chicago 
Opera Company in 1919, surveys the Hispanic accents with a subject that moves 
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through a wide variety of colorful scenes. In 1921 he penned the score fo: 
another ballet, Krazy Kat, based on a comic-strip character. Here he firs 
employed the shimmering meters of jazz. The music, far from being a slapstid 
commentary, intensifies the dramatic, human side of the ballet’s subject- 

without preachment, that is. 1 nr _ 

Skyscrapers, still another ballet, was produced at the Metropolitan Oper 
House in 1926. The composer had completed it two years previously. Simpl 
as is the theme of the choreography, the music avoids the obvious imitation c 
sounds. It endeavors to get beyond the “external features of this life, < 
presented by “a series of moving decorations,” and to remark on the moi 
serious matter of human frailty. 

A String Quartet of Carpenter’s was performed at the Library of Congre 
Festival of 1928. Song of Faith, written at the invitation of the United Stan 
George Washington Bicentennial Commission, obtained its premiere perforr 
ance in 1932. Then came a work for orchestra with piano obbligato entitk 
Patterns, which was introduced, by the Boston Symphony Orchestra in d 
autumn" of 1932. Sea Drift, taking inspiration from Walt Whitman’s poer 
(which had functioned in like capacity for the Delius composition of the sar 
tide, as well as the Vaughan Williams Sea Symphony), was given a ft 
hearing by the Philharmonic-Symphony Society under the direction of Were 
Janssen in November, 1934. 

A Quintet for Piano and Strings; a symphonic Danza, a Violin Concer 
premiered by Zlatko Balakovic and the Chicago Symphony Orchestra in 19: 
the Symphony No. 1, written for the fiftieth anniversary of the same orchesi 
(1940); and Song of Freedom (1941), for unison chorus and orchestra compr 
other major works, besides the present one. 

The composer’s own account of the Symphony No. 2 follows: 

This work . . . derives some of its basic thematic material from a piano quir 
which I composed in 1934 during a stay in Algiers. Some of the native tunes he: 
there “rubbed off” to some extent in the coloring of the last movement of my wc 
which is otherwise devoid of programmatic intent. 

First Movement. A short, introductory passage leads to the first statement, by 
tympani, of one of the recurring rhythmic patterns of the movement, followed 
the principal subject, divided among horns, clarinets, and strings. A second 
subject is later developed on the same rhythmic pattern. 

Second Movement. In this section also the tympani establish at the outset the b 
rhythmic structure. There is a principal theme for strings and a secondary subj 
announced tutti. 

Third Movement. The finale is based, for the most part, on two themes : 
various forms. The movement is brought to a climax with a final broad staten 
on the second theme of the middle movement. 
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Bruno Walter led the premiere of this score at a New York Philharmonic- 
Symphony concert on Oct. 22, 1942. 


"Skyscrapers, A Ballet of American Life” 

Although intended originally for Serge DiaghilefPs Ballets Russes and 
planned for production at Monte Carlo in March, 1925, Skyscrapers was first 
staged at the Metropolitan Opera House on Feb. 16, 1926. Negotiations be¬ 
tween Carpenter and the Russian impresario had already reached a deadlock 
when Giulio Gatti-Casazza, general manager of the opera company, placed his 
bid for the ballet novelty. Robert Edmond Jones was appointed collaborator. 
Samuel Lee, a Broadway producer, was also called in to assist. Later the noted 
scenic designer related how he and the composer conducted their teamwork. 
Mr. Jones wrote: 

Carpenter would play the music, giving me an impression of the changing 
orchestration. He played each passage over and over again for hours. This would 
give me certain ideas of movement, for which I drew tentative designs, to be dis¬ 
cussed with him. Countless series of patterns were made during six months of 
grueling, unremitting labor. From these we selected the final succession of designs, 
one growing from the other, parallel with the program of the music. 

The piano version of Skyscrapers carries the following resume of the ballet: 

Skyscrapers is a ballet that seeks to reflect some of the many rhythmic movements 
and sounds of modern American life. It has no story in the usually accepted sense, 
but proceeds on the simple fact that American life reduces itself essentially to 
violent alterations of work and play, each with its own peculiar and distinctive 
rhythmic character. The action of the ballet is merely a series of moving decorations 
reflecting some of the obvious external features of this life, as follows: 

Scene 1: Symbols of restlessness. 

Scene 2: An abstraction of the skyscraper and of the work that produces it—and 
the interminable crowd that passes by. 

Scene 3: The transition from work to play. 

Scene 4: Any “Coney Island,” and a reflection of a few of its manifold activities 
—interrupted presendy by a “throw-back,” in the movie sense, to the 
idea of work, and reverting with equal suddenness to play. 

Scene 5: The return from play to work. 

Scene 6: Skyscrapers. 

Reviewing the Metropolitan novelty for the magazine Musical America, of 
which he later became editor, Oscar Thompson thus described the action: 
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15 , . nf curraias for Skyscrapers, blinking r e d lights are reves 

With the parting of th once un derstood to represent traffic sign 

at either side of the sta S e > are « mbols D f restlessness.” A fantastic “dr 

abamcrioi of <he sky.cr.per” and “the work that prod- 
IS lifted, and reveals an au Girders in angular confusion 

it —and the interminable «owd that passe^ by.^ through the motior 

etched against vacancy, men in lisdessly, meaninglessly by. 

violent labor, while shadows in human shape m 1 a s 

no “r> ? u dt.2g Lto for *= resort 

,ki»d, MOW. is one of .hiking illosioo, teproenurti 

££££**“ ^ “ *“ 

sudden * ‘ t“Tf swinging their sledges and crouched about 

SS ta™. > Mowed by an 

S’ pSe“Sip°Uted° n »lorful, but on the whole, orderly sue 

of dances. . , to wo rk, as the men in c 

T he fifth s cene bringsi t :j:[ to the labors 0 f the skyscraper. G 

surrender their damx par beh md the building of a great city 

shadows, suggesting a Herculean p ^ M the ballet e nds. 

: '“ '“'“;“or“ ,c««ned?,om Harlem, has a curious place in the Cone, 

seme WibneWings,’blackface SS 
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Wings wakes up and takes up the same jerky, jazzy steps. 

Of the music itself, Mr. Thompson had the following to say: 

More often it is of a semijazz, than of a real jazz charter; J 
• d of the sinsina Negroes, it is even remote from the spirit ot ja . 
Tdtmtt amno.Wdl.corpota.i.n. of Mare. tun-He has created^ 
musical ideas, save for a few incorporated pl™» •« 

Ground," and a Seeing mggest.on « two of Yankee «"■ " 

Fves” and various vaguely remembered Blues. The work was wntt 
fymphonic orchestra, not for jazz band. Saxophones and a banjo have y 
aAer minor ones. This is not literal jazz, but jazz as it has filtered thr 
mind of a musician who thinks in terms of art, and whose purpose was to 
artwork, not merely to add to America’s store of popular music. 

A few days before the performance at the Metropolitan Mr. Carpe 
,cW up some points regarding his alleged use of out-and-out ,az Z 
a statement to the New Yor\ Herald Tribune: 
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In Skyscrapers, photographic effects have not been sought. The effect might 
better be described as a reflection, with all the exaggeration and distortion a reflect 
tion is likely to have. It must be understood that the music is not jazz, as jazz is 
generally heard and understood. It would be impossible to give jazz through the 
medium of a symphony orchestra. 

Therefore Skyscrapers may be called jazz filtered through an orchestra of that 
sort. It is jazz once removed. Jazz itself depends on the sonority of the jazz band. 
To get something of this sonorous jazz effect we have used the saxophones and a 
banjo. ... 

Jazz opera is a big job. It must be remembered that opera is a very old form; jazz 
is modern, and can hardly be made to fit. For opera we must choose something 
poetic and remote. Jazz is very near and real. It would be absurd to hear people 
trying to “talk” to each other in jazz. The modern composers, Stravinsky and the 
rest, it will be noticed, are not using the opera form. They do not feel at home in it, 
apparently. Instead, they write ballets. The ballet is flexible; you can do what you 
want with it—but not opera. 

In the cast of the Metropolitan production were Albert Troy (The Strutter), 
Rita de Leporte (Herself), Roger Dodge (White-Wings). Louis Hasselmans 
conducted. x « 



Mario Castelnuovo-Tedesco 

BORN: FLORENCE, ITALY, APR. 3 , 1895. 

He is essentially an exponent of emotionalism, so much so that he is 
sometimes to be classed as a romantic . . . though mth a natural gift 
for a clear and rhythmic musical form which is never allowed to fall 
into a state of anarchy such as is to be found in the wor\ of the late 
German and Italian romanticists .— Gastone Rossi-Daria. 


Overture, “King John” 

Shakespeare is by no means a new inspirational font for Mr. Castelnuovo- 
Tedesco, for he has composed several overtures based on plays, and thirty-three 

settings_at the last count—of the celebrated bard’s verses. The present work is 

dedicated to John Barbirolli and was written expressly for the Philharmonic- 
Symphony Society’s Centennial season of 1941-1942. The premiere occurred on 

Mar. 15, 1942, in Carnegie Hall, New York. 

In a letter to the Society, Mr. Castelnuovo-Tedesco wrote of this Overture, 


as follows: 

It is the seventh of my Shakespeare Overtures (the first six being The Taming 
of the Shrew, Twelfth Night, Julius Caesar, A Winter’s Tale, Midsummer Night s 
Dream, and The Merchant of Venice ) and is entided King John. (What could be 

better than to dedicate King John to John?) . 

King John is one of the “minor” Shakespeare historical dramas, but it has, 
as always, some beautiful scenes and, although I didn’t try to follow the plot of 
the drama, I found, just at the end, the following lines which seemed propheuc 
and which really inspired me. This is the quotation: 


“This England never did nor never shall 
Lie at the proud foot of a conqueror, 

But when it first did help to wound itself. 

Now these, her princes, are come home again, 

Qme the three corners of the world in arms, 

And we shall shock them: nought shall make us rue 
If England to itself do rest but true.” 

I have nothing to add. I believe the quotation is eloquent for itself; and it is 
too early to speak of the music (besides, I don’t like to speak of my music). 

Mario Castelnuovo-Tedesco began the study of piano with Del Valle in his 
native Florence. After receiving a diploma in 1914 he became a pupi o 
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Ildebrando Pizzetti in composition, and later he was graduated from the Royal 
Conservatory of Music Luigi Cherubini in Florence. Mr. Castelnuovo-Tedesco 
has been a most prolific composer, boasting a considerable number of piano 
pieces, songs, chamber-music works, three compositions for violin and orches¬ 
tra, two piano concertos, a cello concerto, a concertino for harp and chamber 
orchestra, a musical comedy, a chamber opera, a ballet, and music incidental 
to plays. 

He has made numerous appearances as a concert pianist, and he has not 
been at all inactive as a conductor. Mr. Castelnuovo-Tedesco’s creative career 
has not been a bed of roses from its inception, for his music suffered the barbs 
and sneers of an unsympathetic public in his own Italy for a spell. 

Gastone-Rossi-Daria has discovered the composer’s music to be something 
of a “redemption from the empty and inane sentimentalism based on sobs and 
fainting fits which ruled during our ‘veristic’ crisis of the 1890-1910 period.” 
And he suggests, further, that it comes as a natural reaction to the “inorganic 
condition and academism” of the style of Mascagni and Bossi. 


r. c. B. 



Emmanuel Chabrier 


born: ambert (puy-de-dome), France, jan. 18, 1841. died: paris, sept. 13, 1894. 

1 am virtually self-taught, 1 belong to no school . 1 have more tempera¬ 
ment than talent. There are many things which one must learn in 
youth which I shall never reach; but 1 live and breathe in music, I 
write as 1 feel, with more temperament than technique, but what is 
the difference—I thinly I am an honest and sincere artist .— Chabrier. 


''Espana,” Rhapsody for Orchestra 

Chabrier s Espana is a tone picture to the life of a land of dazzling color and 
entrancing rhythms. On his gorgeously hued canvas the French composer 
caught the irresistible spirit of the Spain that fascinated him. Others had heard 
Spain with the ears of Russians and Frenchmen, like Rimsky-Korsakoff and 
Bizet. Debussy had reveled subjectively in a whirl of studied impressions, and 
Ravel had captured the surface glitter. But it was Chabrier who “mixed with 
the dancers; drank the manzanilla and looked into the eyes of the gypsy girls; 
who clapped hands as the Andalusians twisted their hips and in his ecstasy 
shouted, Olle, Olle!” 

Chabrier was a thorough man during his travels in Spain in the spring of 
1883. Songs and dances that intrigued him he promptly jotted down for future 
reference in his music. The work of gathering them together in a web of vivid 
tone thrilled him, and the excitement may be felt in the rhapsody Espana, 
which brought him world renown. The score was first performed at a 
Lamoureux concert in the Chateau d’Eau, Paris, on Nov. 4, 1883, and speedily 
embarked on its path of glory through the concert halls of Europe. 

Embedded in Chabrier’s symphonic travelogue is a sheaf of Spanish dances. 
Chief among them are the Jota and the Malaguena, a popular dance in triple 
time closely related to the Fandango, and accompanied with castanets, or 
tambourine, and guitar. The Jota, equally famous as a national dance, is in 
rapid 3/8 time. Chabrier added a theme of his own to the scheme, the striking 
melody announced by the trombones. 

Written in F major, the rhapsody calls for two flutes, piccolo, two oboes, 
two clarinets, four bassoons, four horns, two trumpets, two cornets, three 
trombones, tuba, tympani, bass drum, cymbals, triangle, tambourine, two harps, 
and strings. 

The composer Cecile Chaminade once recalled, 
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Chabrier was the very incarnation of the everyday Parisian—caustic, full of 
animal spirits, brusque, and a “good fellow.” My salon was at that time orna¬ 
mented with a picture of Gounod, and I shall always retain a vivid mental pic¬ 
ture of poor Chabrier, with hand upraised, striding across the room, and ad¬ 
dressing the portrait with a volume of furious invective. It took us a world of 
trouble to calm him down. 

L. B. 






George Whitefield Chadwick 

BORN: LOWELL, MASS., NOV. 13, 1854. DIED: BOSTON, APR. 4, 1941. 

It is impossible to thin\ of a more honest and accomplished musician, 
or one who, without pretense or megalomania , accomplished as much 
for the development of his native art .— Olin Downes. . 


Symphonic Sketch, "Jubilee” 

Published in 1907 with a dedication to Frederick S. Converse, Chadwick’s 
orchestral suite Symphonic Sketches consists of four sections, of which 
“Jubilee,” composed in 1895, is the first. The others are entitled “Noel,” 
“Hobgoblin,” and “A Vagrom Ballad.” Though intending the four “sketches” 
to be played as a unit, Chadwick states on the flyleaf of the score that they 
could be played independently, “if more expedient.” As an epitome of the mood 
and spirit of the “Jubilee” Sketch the composer had the following poem printed 
over the score: 


No cool gray tones for me! 

Give me the warmest red and green, 

A cornet and a tambourine, 

To paint my jubilee! 

For when the flutes and oboes play. 

To sadness I become a prey; 

Give me the violets and the May, 

But no gray skies for me! 

The symphonic sketch (marked allegro molto vivace, A major, 6/4) 
promptly justifies its tide with a jovial carnival-like theme given out fortissimo 
by the whole orchestra. After the material is fully expounded, a bold 4/4 
theme is announced in unison by bass clarinet, bassoons, violas, and cellos, 
with pizzicato violins as partial accompaniment. The horns presently utter a 
C major phrase, continued by the strings. The jubilant opening motive returns 
and soon a lyric episode (lento espressivo) for wood winds and horns appears. 
The first violins review earlier material and “Jubilee” ends sonorously with a 
coda (presto) built on the first subject. 

The C major phrase for horns was referred to as a “patting Juba horn call” 
by Philip Hale. “Juba” was a dance or “breakdown” used in Negro celebrations 
on southern plantations. The “patting” referred to the knee and thigh slapping 
accompanying the dancing, with the word “Juba” shouted repeatedly as a 
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refrain. To illustrate its use Hale quoted a “Stein Song” appearing in Richard 
Hovey’s More Songs from Vagabondia published in Boston in 1896: 

When the wind comes up from Cuba 
And the birds are on the wing, 

And our hearts are patting Juba 
To the banjo of the spring. . . . 

Chadwick’s orchestral suite was once described as “the farcical glorification 
of the life of the American tramp” probably from the verses accompanying the 
“Vagrom Ballad'—A tale of tramps and railway ties, Of old clay pipes and 

rum, Of broken heads and blackened eyes And the ‘thirty days’ to come.” An 
early critic even spoke of the sketches as “an American counterpart of Till 
Eulenspiegel, Villon, and “La Boheme.” Both “Jubilee” and “A Vagrom 
Ballad” were deemed by others an ingenious expression of “the frankness, 
swagger and recklessness that Europeans commonly associate with Americans.” 

Of the so-called “Boston classicists” or “New England Academicians” 
Chadwick probably had the broadest sense of humor. The spirit of fun recurs 
in his music, reaching best utterance in “Jubilee” and the symphonic ballad 
Tam o’Shanter. As John Tasker Howard jxiints out, he is the one composer oi 
the old school who “makes us chuckle.” The note of laughing impertinence 
flashes through Chadwick's music, a “certain jaunty irreverence,” according to 
Hale, “a snapping of the fingers at Fate and the Universe.” Critics and com¬ 
mentators welcomed this typically “American” trait, the general opinion being 
that “none hut a Yankee can say such things and get away with it.” No doubt, 
modern concert goers, exposed to repeated volleys of a more daring “swagger” 
and “irreverence,” can take Chadwick's milder brand without flinching. 

Shortly before Chadwick's death, Howard, in his book on American music, 
spoke of the “steadiness” and “freshness” that gave enduring vitality to his 
music. “After all,” he contended, “modernity is youth, and of youthfulness 
Chadwick has had his full share. The man himself is far older than his music.” 

A week after Chadwick’s death on Apr. 4,1931, the Near Yor\ Times carried 
Olin Downes’s sound appraisal of the part played in American music by the 
distinguished composer, teacher, and conductor: 

Chadwick, of old New England stock, imbued with the American traditions 
and ideals of New England, embraced a whole period of musical development in 
the course of his career and the number and character of his works. When all is 
said anti thine, he more than any other one man gives his creative period its stamp 
and character and represents most completely the body of serious American music. 
. „ . He was a creative musician of rich and exceptional gifts, and he endeavored, 
and succeeded in his endeavor, to be a composer thoroughly master of his business# 
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The Symphonic Sketches were first performed as a sequence by the Boston 
Symphony Orchestra on Feb. 7 and 8, 1908. Dr. Karl Muck conducted. 
Chadwick himself directed the whole suite with the Chicago Symphony on 
Jan. 20 and 21, 1910. Performances of single sections had been heard several 
years before publication of the Suite. 


L. B. 





Ernest Chausson 

BORN: PARIS, JAN. 21, 1 855 . DIED: LIMAY, NEAR MANTES, JUNE 10, 1 899 . 

Chausson's creative activity jails within a difficult period in French 
music . Schumann was only a remembered enthusiasm among the 
French , and Debussy had not yet arrived . In the interim Saint-Saens 
provided sustenance too insubstantial for an alert mind; and from 
both the teachings of Cesar Franc\ and the Wagnerian tide which 
washed over French music, Chausson shaped the elements of his 
timid and highly personal style .— Abraham Veinus. 


Symphony in B flat major, Op. 20 

I. Lent; Allegro vivo. II. Tres lent. III. Anime; tres anime. 

French music suffered a sharp loss in the untimely death of Ernest Chausson. 
Riding a bicycle on his estate at Limay, the forty-four-year-old composer lost 
control and crashed headlong into a stone wall. Critics and musicians agreed 
that a rare, sensitive gift had been snuffed out prematurely. As an avowed 
disciple and champion of Cesar Franck, Chausson has fostered a new trend. 
But his aims were only partially realized. His creative output was small, and his 
own diffidence stood in the way of his accomplishing more. Some of his 
Conservatory friends thought that he had pursued ideals beyond his powers of 
fulfillment- As in the case of the Russian Liadoff, indecision and timidity 
further hampered Chausson’s work. He was a man of impeccable standards in 
life and art, and he numbered among his devoted friends Gabriel Faure, Henri 
Duparc, Vincent d’Indy, Pierre de Breville, and Charles Bordes. These men 
were said to have banded together in the fight for “musical righteousness as 
they saw it.” 

Chausson left only a few compositions, and of these few only two have 
gained a secure repertory status, at least outside of France. One is the B flat 
major Symphony. The other is the Poeme (Op. 25) for violin and orchestra. 
This latter work is not only a favorite of recital and concert programs, but has 
even entered the ballet repertory as the music of Antony Tudor’s Jardin aux 
Lilas (Lilac Garden). Two other compositions of Chausson’s are occasionally 
heard: the symphonic poem Viviane (Op. 5) and the Concerto for Violin, 
Piano, and String Quartet (Op. 21), besides several sensitive songs. 

Chausson’s only symphony was finished in 1890 and first played at a concert 
of the Societe Nationale in Paris on Apr. 18,1891. It is said that the Symphony 
did not seize the imagination of the Parisian public till Arthur Nikisch con- 
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ducted it a, a coucert of the Berlin "tt a,rt,,t .ntX 

d’Hiver. That performance occurred on May B, B /■ I B :‘ kI 

set of circumstances, the Boston Symphony Orchestra p'r -rma fiu Amcncan 
premiere of Chausson’s symphony during a via* to Plul.uldplua on Dec. 4, 
1905. The eminent French composer, Vincent d Indy, app.umg as conductor 

by invitation,” directed the performance. . 

The first movement of the symphony begins wuh an inmubu ory section 
(Lent, B flat major,- 4/4), featuring a theme given to violas, cellos, c ouhle 
basses, clarinet, and first horn. This theme reappears luredullv m the iuulc. 
Horn and bassoon offer the chief motive of the mam body of the opening 
movement (Allegro vivo, B flat major, 3/4). A passage ending m a staccato 
phrase a m ong the wood winds serves as transition to the seuuid theme, which 
is given out by cellos and clarinet. After elaborate development and rreapimlo 
tion, the coda, built around the main theme, sets in (Presto, 4 4). 

The second movement begins solemnly with a passage for stengs, ilatitter, 
bassoon, and two horns (Tres lent, D minor, 4'4). A haunting phrase for 
English horn and clarinet, set against soft-spun figures in the vml.r. and .rlU, 
is heard. The first theme returns, somewhat altered in the houis. The pace 
sharpens, as the cellos join the English horn in an expressive di-,.,,m,r over 
string arpeggios. This builds up to a striking climax, and the fust theme is 


back among the strings, fortissimo. 

In the third and last movement, there is again an mnodm?my 
(Anime, B flat minor, 4/4). Here trumpet and wood wimh 4m h t!ir thst 
theme of the main body of the movement, which is marked 1 tH I he 

basses then unfold the vigorous theme fully, and the vi*»lur* take if tip over a 
pulsing woodwind figure. In broad chorale style the wuutd tiirtnr vtitvts in 
D flat, announced by the orchestra, and extended by the uUr. Ihn * hot airlthc 
theme figures prominently in the development aatiom Motive tmm tfir first 
movement are also recalled toward the end, among them the main Mtbjnt of 
the introduction, now intoned majestically by the basses, 

The score calls for three flutes (one interchangeable 1 with jnuolMh h*m oboes, 
English horn, two clarinets, bass clarinet, three basvn*n%, tout t**ur 

trumpets, three trombones, bass tuba, three kettledrum 1 ., two h*wp%, and Stings, 
The symphony is dedicated to Chausson’s brother in law dr pamn i lenty 
Lerolle, a devotee of music. 

Pierre de Breville, in a tribute which appeared in the Strr% mr d? tint 

long after his friend’s death, wrote: 


Chausson, like GSsar Franck, was unknown during hi* lifriitwr, He du! not 

occupy the public place to which he had a right. Ihmof th* night 

little about him, managers of theaters were not curium aSmin hi. aiol ttsr 

newspapers were as a rule unkind or silent * » * Hr was m ihr mmk 
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of his colleagues; their success brought him joy. He was ingenious in his methods 
of hanging young talent More the public; he was always ready to render them 
any service in a delicate manner. If he met with ingratitude, he did not mind it, 
for kindness was natural n» him, and he was generous because he was in love with 

generosity. 



Carlos Chavez 

born: NEAR MEXICO CITY, JUNE 13, 1899. 

We cannot, li\e Chavez, borrow from a rich, melodic source or lose 
ourselves in an ancient civilization, but u/e can be stimulated and 
instructed by his example . For Chavez it may already be said that his 
tvor\ presents itself as one of the first authentic signs of a new world 
with its own new music .— Aaron Copland. 


Concerto for Piano and Orchestra, No. 1 

I. Allegro agitato. II. Molto lento. III. Allegro. 

The composer’s intention was to make this work a “virtuoso concerto,” with 
orchestra and piano sharing the virtuosity, rather than emphasizing the solo 
part and reducing the rest to a subsidiary role of accompaniment. When 
Chavez first showed the composition to Dimitri Mitropoulos, the latter sug¬ 
gested “Concerto Sinfonico” as a more appropriate tide than “concerto.” The 
work falls into the usual three divisions, with a slow movement (Molto lento), 
in sustained lyric vein, contrasting with an opening Allegro agitato of impetu¬ 
ous, energetic drive, and a scherzolike Allegro finale. 

Chavez drew up his plans for the concerto in the spring of 1938 while 
residing in the country district of Ixtapan de la Sal, Mexico. Detailed work on 
it did not begin until that fall, when he returned to Mexico City and was made 
recipient of a Guggenheim Fellowship. After making some progress on it, 
Chavez was obliged to shelve it because of sundry other activities, including 
tours, teaching, writing, and whatever else demanded the time and attention of 
Mexico’s leading musical nationalist. Two years later, in October, 1940, again 
in Mexico City, he resumed work on the concerto, completing it two months 
later on New Year’s Eve. 

Dimitri Mitropoulos led the premiere of the Concerto at a New York 
Philharmonic-Symphony concert on Jan. 1, 1942. Eugene List was the soloist. 

In a broad sense Carlos Chavez is to Mexican music what Enesco is to 
Rumanian, Bela Bartok to Hungarian, and Villa-Lobos to Brazilian music, 
with allowances made for obvious differences in personal temperament, technic, 
and national heritage. Like the others, Chavez early became absorbed in his 
country’s folk lore and went to native sources for fresh inspiration. For years 
he has striven to make Mexicans and foreigners alike conscious of the wealth 
of source material embedded in Mexico’s Indo-Spanish traditions. At the same 
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hnif he has sought to link this heritage with modern reality, so that his music 
in one breath may express a kind of primitive barbarism and in the next a 
machine-age impetus. Accordingly, we find him composing, on the one hand, 
an Indian symphony and two ballets founded on Aztec themes, and, on the 
other, a ballet symphony H. P. {Horse Power), a Proletarian Symphony, and a 
study in dynamic force called Energia, scored for nine instruments. In an 
Antigone Symphony he further showed his bent for archaic idioms by at¬ 
tempting to bring its spare, laconic style into conformity with supposed Greek 
theories of music. 

In his treatment of native Mexican material Chavez began by incorporating 
folk tunes bodily into his compositions. Later he evolved a style of his own, 
utilizing the spirit and idiom of native themes and enriching them with fresh 
nuances of his own. It is said that “singlehanded he created a style, part Indian, 
part Spanish, and part modernist, that “no future Mexican composer can afford 
to ignore.” 

In a preliminary study of the late Silvestre Revueltas’ music for a work to be 
entided Panorama de la Musica Mexicana—Desde la Independencia hasta la 
Actualidad {Panorama of Mexican Music, from the Independence to the 
Present), the Mexican scholar Otto Mayer-Serra paused to evaluate the role of 
Carlos Chavez in fusing the nationalist spirit and the technical innovations of 
modern European music into a new entity. He said {Musical Quarterly, April, 
1941): 

Mexico was not without a musician who could understand the urgency of 
incorporating Mexican musical nationalism with the main trends of modern style. 
Before long Mexican music was to assimilate the new technical contributions of 
European music, from those of French impressionism to those of the most ad¬ 
vanced schools of Central Europe. To have grasped the need for this and to have 
attempted such a combination of the most recent modernism with the ancestral 
musical values of his country are the historical merits of Carlos Chavez. 

Revueltas and Chavez turned equally to folk sources for unexploited raw 
materials, though by temperament and conviction they represent different 
phases of Mexican nationalism. Revueltas was more engrossed in the songs and 
feasts and teeming life around him, Chavez delving constantly into primitive 
Mexican roots, and reviving archaic scales, instruments, and ritualistic devices. 
In the music of Revueltas the beat and throb of the immediate scene predomi¬ 
nate; in that of Chavez—at least that consciously deriving from early Indian 
sources—there is a constant striving “to reconstruct musically this atmosphere 
of primitive purity, in the conviction that he is thus giving expression to the 

‘true’ Mexican character.” . „ . 

Chavez himself, however, has viewed the problem of “Mexican music in 
somewhat less restricted terms than some observers have led others to believe. 
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To him the term “Mexican music” involves three distinct elements. (1) The 
Indian music of ancient Mexico, the purest form of which is not the Aztec, as 
often supposed, but that of the nomadic Yaquis, Series, and Huicholes tribes. 
(2) European music, especially Spanish, brought in through colonization. 
(Chavez points out that another important, though less predominant, factor 
was the infiltration of Negro slave music along the whole coast of the Gulf of 
Mexico.) (3) The new Mexican product arising from a blend of both elements. 
The first two elements, besides differing radically in character, followed two 
lines of development, or, rather, the Indian music, from the Conquest, remained 
static, whereas the other evolved periodically into new forms. The proportion 
of the two elements has long been a controversial issue among students of 
Mexican music. Chavez said: 

Mexican music is largely the product of a mixture of influences, that is, of cross¬ 
breeding. This mixed ancestry, chiefly Indo-Spanish, is never found to be in exact 
proportions of half and half. In the majority of cases, one basic element is altered 
by the other in a proportion much smaller than fifty per cent. . . . We do not 
depreciate European music, or music of any other nation. We admire the genuine 
expression of any people. Nor is our desire to recover the Mexican tradition one 
merely for the sake of recovering it. Mexico is as rich, as personal, as strong in 
music as in painting and in architecture. 

Apart from this tireless delving into primitive culture and the unremitting 
work of arousing Mexicans to a national musical consciousness, Chavez has 
devoted time and energy to bringing his country into line with the educational 
and concert-giving traditions of other lands. In 1928 he founded and still 
conducts the Symphony Orchestra of Mexico, the programs of which have 
grown in frequency and novelty. As its conductor he took care, too, that the 
works of younger Mexican composers, still unknown to the public, would get 
a hearing. An appointment to direct the National Conservatory of Music came 
to him the same year. He held the post till 1933, initiating government-sponsored 
researches into folk lore and ancient instruments. One of the results of this 
renaissance of Indian culture was the founding in Mexico City of a small 
orchestra using archaic Aztec and Nahua instruments, such as the teponaxtles 
(percussion), sonaja (ratdes), vihuela (guitars), and instruments made of clay. 

Chavez was also made head of the Mexican Department of Fine Arts of the 
Secretariat of Education, in 1934 writing a score for orchestra and chorus, 
entitled Llamadas ( Calls ), for the dedication of the Palace of Fine Arts. 
TJamadas was based on the same theme employed by the painter Diego Rivera 
in the hall s murals, described by Luis Sandi as “an invitation to rebellion and 
a chant of hope for the oppressed classes.” 


L. B. 





Luigi Cherubini 

BORN: FLORENCE, ITALY, SEPT. 1 4, 1760. DIED: PARIS, MAR. 15, 1 842. 

As a composer Cherubini was no pseudo-classic but a really great 
artist, whose purity of style, except at rare moments, just failed to 
express the ideals he never lost sight of, because in his love of those 
ideals there was too much fear .— Donald Francis Tovey. 


Overture to the Ballet Opera “Anacreon 5 * 

On one of the few occasions when Napoleon Bonaparte assumed the role of 
music critic, he remarked to Luigi Cherubini: “You have great talent, Citoyen 
Cherubini, but your music is too loud; let us talk o£ Paisiello’s, which lulls me 
gendy.” Cherubini replied blandly: “I understand perfectly, Citoyen Consul— 
you prefer music that does not prevent you from dreaming of affairs of state.” 
Napoleon made him pay for the taunt. While in power, he prevented Cherubini 
from rising to his rightful position in Parisian music and society. Discouraged, 
Cherubini stopped composing for a while and found relief in painting pictures 
at his country place. He never forgave Napoleon. During the Hundred Days 
following Napoleon’s escape from Elba, Cherubini lived in London. When 
they brought him news of Waterloo he nodded grimly. At last he could square 
accounts with the imperial upstart. At his next concert in London he conducted 
the Anacreon overture. 

If revenge was sweet for Cherubini, other memories evoked by the Anacreon 
overture were less so. Eleven years earlier the premiere of the ballet opera, 
Anacreon, ou VAmour fugitif, had been a scandalous fiasco. A pitiless audience 
had laughed itself sick over an inept libretto about the bibulous Greek poet 
who had choked to death on a raisin seed. Hissing mingled with guffaws as 
Anacreon uttered solemn platitudes about wine and women. At one point the 
management feared the performance would have to be halted. That was when 
Anacreon addressed an attendant, whom he was offering a drink, as mon 
esclave interessant (my interesting slave). It was sometime before the uproar 
subsided. The evening, however, had begun promisingly—the overture was a 
great success and remained one. For, like dozens of similar compositions in 
the concert repertory, the Anacreon is an overture that long ago discarded 
an opera. 

Though tinged with the romanticism of the period, the Anacreon overture is 
chiefly remarkable for its purity and nobility of classic line. The stately chords 
of the opening have been likened to Doric temple columns in solidity and 
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dignity. Pages of the overture remind one of Gluck’s Iphigenia in Aulis over¬ 
ture as well as the finale of Mozart’s Symphony in E flat. Noel Straus once 
pointed out the striking similarity between the main theme of the Overture 
and the opening theme of another work composed the same year—Beethoven’s 
Eroica Symphony . Rossini later utilized a device strikingly developed by 
Cherubini in this overture, i.e., the extended and gradually built up crescendo. 
This occurs in the main section (Allegro, D major, 4/4), following a long, 
murmurous passage. Perhaps the best example of Rossini’s own use of the 
device is found in the Semiramide overture. A slow introduction (Largo assai, 
D major, 2/2), leading to a poetic colloquy between horns and wood winds 
and ending in a fortissimo tutti, precedes the Allegro section of Cherubini’s 
overture. Woven into the fabric are several themes from the opera. The scoring 
calls for two flutes, two oboes, two clarinets, two bassoons, four horns, two 
trumpets, three trombones, tympani, and strings. 

History has been rather unkind to the composer of Anacreon, whose full 
name was Maria Luigi Carlo Zenobio Salvatore Cherubini. Niggardly notice 
is taken of him today, yet during his lifetime serious musicians ranked him 
with Mozart and Beethoven. To the public his fame even surpassed theirs. 
Composers like Mendelssohn, Weber, Spohr sang his praises. His influence 
was felt by Schumann and Brahms. The operas of Weber, Spontini, and 
Meyerbeer show traces of Cherubini’s best style. A Viennese writer daringly 
predicted in 1806 that Beethoven’s Fidelio would some day rank beside Cheru¬ 
bini’s Fanis\a! Critics ridiculed him. "As a contrapuntist,” said a recent writer, 
“he was worthy to walk arm in arm with Bach.” Today a seasoned concert- 
goer could be forgiven for asking: “Who was Cherubini?” Someone might 
even reply, “The gruff, diehard classicist who once threw Hector Berlioz out 
of the Paris Conservatory.” 

L. B« 

Overture to "The "Water Carrier” 

Produced at the Theatre de la Rue Feydeau, Paris, on Jan. 16, 1800, the three- 
act opera comique, Les Deux Journees (The Two Days, though known in 
English as The Water Carrier) made its Italian-born composer famous. Both 
Beethoven and Goethe later wrote warmly of the work. Nor was Bouilly, the 
librettist, without his day of glory. In the opera. Count Armand, President of 
the French Parliament, and his wife Constance escape Cardinal Mazarin’s per¬ 
secution by hiding in a cart belonging to a Savoyard water carrier named 
Mikeli. Sometime after the premiere of the opera, a delegation of Parisian 
water carriers visited Bouilly. They offered the librettist a year’s supply of 
water free of charge! Though the plot is set in the reign of Louis XIII, the 
veiled allusions to the recent Reign of Terror were not lost on the Parisian 
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audience. Bouilly supposedly based the story on an actual hairbreadth escape 
during the revolutionary upheaval. 

Divided into two sections, the overture (E major, 4/4) opens with an 
Andante (molto sostenuto), serving as introduction to the body of the over¬ 
ture an Allegro constructed on two themes. One analyst sensed “forebodings 
of evil, dreamy prophecies of impending woe” in the grave Andante opening. 
The first theme of the Allegro, announced by strings and picked up fortissimo 
by the full orchestra, is supposed to depict Count Armand, the escaping official. 
The mellower second theme, given out first by bassoons and violas, is thought 
to express the wife’s tender devotion and anxiety. 

The overture is scored for two flutes, two oboes, two clarinets, two bassoons, 
three horns, bass trombone, tympani, and strings. 





Frederic Chopin 

born: zelazowa-wola, Poland, feb. 22,1810. died: paris, oct. 17,1849. 

The piano bard, the piano rhapsodist, the piano mind, the piano 
soul is Chopin . Tragic, romantic, lyric, heroic, dramatic, fantastic, 
soulful, sweet, dreamy, brilliant, grand, simple: all possible expressions 
are found in his compositions, and all are sung by him upon his 
instrument .— Anton Rubinstein. 


Concerto for Piano and Orchestra in E minor. No. 1, 

Op. 11 

I. Allegro maestoso. II. Romanze. III. Rondo. 

Chopin wrote two piano concertos, the present one in E minor and a previous 
one in F minor. The reason for the reversed numbering is owing to the fact 
that the E minor was published first. This work is dedicated to “M. Fr. Kalk- 
brenner,” a pianist and composer some twenty years older than Chopin. It was 
given its first performance in a Warsaw theater on Oct. 11, 1830, at a concert 
which offered, besides, a symphony by C. Gorner, an aria by Carlo Evasio 
Silva, which was sung by Anna Wolkow, the overture to Rossini’s William 
Tell, a cavatina from that composer’s La Donna Del Lago, delivered by 
Constantia Gladkowska, a young artist who happened to be, at that time, the 
object of Chopin’s affections, and a fantasia on Polish airs, composed and 
performed by Chopin. He played his own Concerto on that occasion. 

Chopin scored the E minor Concerto for two flutes, two oboes, two clarinets, 
two bassoons, four horns, two trumpets, trombone, three kettledrums, strings, 
and solo piano. Since the composer’s powers of orchestration were not too 
brilliant, the orchestral score has undergone revision by several editors. 

The first movement follows a traditional plan, such as Mozart or Beethoven 
might have employed. The orchestra announces the principal theme in two 
sections—the first giving the melody to the violins forte, the second doing 
likewise though piano. A second subject comes through also in the strings and 
leads into its exposition by the solo piano. There follows a pianistic development 
of the material, involving much bravura and technical coloration. All through 
the movement piano and orchestra lines interweave. The piano closes the 
movement with glittering passage work. 

The second movement, aptly named Romanze, is whimsically described by 
Chopin himself in a letter written May 25, 1830: 
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The adagio is in E major, and o£ a romantic, calm, and partly melancholy 
character. It is intended to convey the impression which one receives when the 
eye rests on a beloved landscape that calls up in one’s soul beautiful memories— 
for instance, on a fine moonlit spring night. I have written for violins with mutes 
as an accompaniment to it. I wonder if that will have a good effect? Well, time 
will show. 

The concluding Rondo has a sixteen-bar introduction by the orchestra, 
following which the piano brings out the main theme scherzando. After some 
measures of working out, the solo instrument announces a new subject risoluto. 
Considerable passage work follows; after that the second subject, in different 
guise, is played by the piano over a delicate string accompaniment. More 
bravura passages, a recapitulation, and a rousing coda conclude the Concerto. 

A curious custom prevailed in those days, which dictated that the movements 
of concertos or symphonies sandwich somewhere between them contrasting 
divertissements, thus, the Allegro of the Concerto was separated from the 
ensuing Romanze by Soliva s aria. The Concerto met with instantaneous favor, 
its Allegro being vociferously applauded. 

The day after the premiere performance, Chopin wrote to his close friend 
Titus Wojciechowski, Yesterday’s concert was a success; I hasten to let you 
know. I inform your Lordship that I was not a bit, not a bit, nervous and 
played the way I play when I am alone, and it went well. Full hall.” 

The Constantia Gladkowska previously referred to was a singer who made 
her operatic debut in a work by Fernando Paer entitled Agnese in 1830. Chopin 
could utter winged words concerning her art, but he lacked the courage to tell 
her of his love. He asked his friend, John Matuszynski, to intercede for him 
once when he learned the lady was indisposed, “God forbid,” he wrote, “that 
she should suffer in any way on my account. Set her mind at rest and tell her 
that as long as my heart beats I shall not cease to adore her. Tell her even that 
after my death my ashes shall be strewn under her feet.” Why the lady should 
suffer on his account, in the first place, is not known. But be that as it may, 
Miss Gladkowska was married to a Warsaw merchant the following year, a 
situation that Chopin survived rather handsomely. Some years later he even 
found the courage to propose marriage to a daughter of Count Wodzinski, but 
papa frowned “No” on the proposed union, and that was that. The composer 
finally took as his blushing mate a lady named George Sand, who smoked 
cigars and liked to wear trousers. 


R. C. B. 
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Concerto for Piano and Orchestra in F minor No 2 
Op. 21 ’ 

I. Maestoso. II. Larghetto. III. Allegro vivace. 

Chopin wrote to his friend Titus Wojciechowski in 1829: “While my thoughts 
were with her, I composed the Adagio of my concerto.” The thoughts of the 
nineteen-year-old composer, of course, were again with Constantia Gladkowska. 
For it is the memory of this richly gifted singer that lies embedded in the 
Adagio—actually a larghetto-of Chopin’s Second Piano Concerto. 

Chopin’s thoughts were warm, but dreamy and soothing, too, for a change. 
As a rule they were wild and menacing when they dwelt on Constantia.' 

I could tear out my hair, he once swore to Titus, “when I think that I could 
be forgotten by her! Constantia, alas, did not find it hard to forget the pining 
young genius! & v ° 

To Titus, Chopin also confided that in Constantia he had found his ideal 
that he worshipped her “faithfully and sincerely,” adding, with almost grotesque 
casualness, that for the past six months he had not exchanged a single syllable 
with the aloof beauty “of whom I dream every night.” Once in Vienna he 
dined with a Mrs. Beyer merely because the lady bore the name of Constantia, 
and he confessed tingling with pleasure whenever a pocket handkerchief or 
napkin marked Constantia” came into his hands. Writing to a friend about 
his idol, he stopped abruptly after the syllable “Con-,” remarking, “No, I cannot 
complete her name my hand is too unworthy.” We have the more sober 
authority of Franz Liszt that the girl was “sweet and beautiful.” Like many 
odiers, Chopin greatly admired Constantia’s voice. In his letters he even speaks 
lghly of her pure intonation and genuine warmth of feeling.” After hearing 
her smg an ana at a concert, Zielinski told Chopin that “her low B alone 
worth a thousand ducats.” 

Despite the “inspirational” part played by Constantia Gladkowska in the 
composiuon of the Concerto, the dedication is to the Countess Delphme 

’ a , nck and 7 kl f ted sm S er who maintained a lavish salon in Paris. 
She was a loyal friend and proved herself worthy of the dedication. She hurried 

dLess ^7 f° m , T ^ at Ch ° pin ’ S b£dside When she heard of hi. fatal 

1 lness. GaUant to the end, Chopin exclaimed as she entered the room: “Now 

Wh [ G ° d haS dda y ed so lon § in cal % me to Him. He wanted me to 
have the pleasure of seeing you once more.” Urged by the dying man the 

ountess sang. What she sang has been a matter of dispute, some biographers 

P3i a anJ mn 7 Strade K’ 1 - * by 

grateful. ’ d 501116 311 ““ by BeUmi ‘ AnyWay ’ she san g— and Chopin was 
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The F minor Concerto was first heard at Chopin’s concert debut in Warsaw 
on Mar. 17, 1830. All available seats were sold long in advance, and the rising 
genius enjoyed a great success in the double role of composer pianist. Following 
a quaint practice of the time, the opening Allegro was separated on the pro¬ 
gram from the Larghetto and Rondo. Sandwiched between them was a 
“Divertissement for the French Horn, composed and played by Gorner” to 
quote from the printed program. Listed as concluding number was a medley 
of National Airs, “composed and played by Chopin.” We have the composer’s 
own report on the concert: 

The first Allegro of the F minor Concerto (not intelligible to all) received the 
reward of a ‘Bravo.” But I believe this was given because the public wished to 
show that it understands and knows how to appreciate serious music. There are 
people enough in all countries, who like to assume the air of connoisseurs! The 
Adagio [Larghetto] and Rondo produced a very great effect. After these the 
applause and the “Bravos” came really from the heart. But the potpourri on 
Polish airs missed fire completely. There was some applause, to be sure, but evi¬ 
dently only to show the player that the audience had not been bored. 

In the opening movement (Maestoso, F minor, 4/4) Chopin follows classic 
precedent by having first the orchestra, then the solo instrument, expound the 
material. The strings give out the chief subject, the oboe, followed by first 
violins, then taking up the second theme, this time in A flat major. After some 
prefatory measures, the piano discourses the leading theme and prolongs it. 
Brilliant passage work now leads to the second subject, again In A flat major. 
The piano next brings in fresh material, in C minor. There is development* 
limited to the first theme, the orchestra sounds a tutti, and piano and orchestra 
review the material. In the second movement (Larghetto, A flat major, 4/4) 
(Chopins designation of Adagio in his letters is misleading, since he merely 
meant slow movement” by the term), the piano unfolds the poetic theme with 
great delicacy and then embroiders on it. The strings support the piano as it 
enters a declamatory phase. Finally, the Larghetto subject returns in the piano 
with added embroidery, followed by a brief coda. Weakest in structure is the 
third movement (Allegro vivace, F minor, 3/4), opening with an announce¬ 
ment of the chief theme by the piano. After an orchestral passage, followed by 
the theme s return in more striking guise, the piano goes on from a descending 
sequence to a brilliant passage in triplets. Comment on the chief theme by the 
strings is cut short by the return of the piano in a secondary A flat major 
subject, with the strings giving mild support. The piano and* orchestra work 
over the material, and a horn solo ushers in the final section, featuring more 
piano triplets. 


L. B. 


Muzio Clementi 


born: ROME, ITALY, 1752. DIED: EVESHAM, WORCESTERSHIRE, ENGLAND, MAR. 10, 1832. 

A fundamentally classic spirit, severely trained, and the possessor of a 
truly exceptional constructive and polyphonic technique, Clementi in 
these symphonies aims visibly to renew the great classic heredity with 
with the new aspirations of the century .— Alfred Casella. 


Symphony in D major, No. 2 

[Revised by Alfredo Casella] 

I. Andante sostenuto; Allegro vivace. II. Larghetto cantabile. III. Minuetto 
pastorale. IV. Finale: Allegro molto vivace. 

Until 1917, musicians had repeatedly asked the question, “Where are the 
symphonies of Muzio Clementi?” Though remembered chiefly as teacher, 
pianist, composer of elegant sonatas and sonatinas, author of a famous key¬ 
board manual “Gradus ad Pamassum,” publisher and manufacturer, the great 
Clementi was also known to have experimented in orchestral composition. 
Surviving records showed that more than twenty of his symphonies had been 
performed in London alone between 1785 and 1832. Paris and the German 
cities had also heard them. Contemporary comments were highly favorable. 
And Clementi himself had spoken of the symphonies as his “testament to 
posterity.” Yet only two of dementi’s symphonies were ever printed, in 1786. 
What had become of the others? 

The one known fact was that Clementi had bequeathed his huge estate, 
including the manuscripts, to his widow. Then, in 1871, the British Museum 
acquired some Clementi papers. These included the first movement of a 
Symphony in D. There was still no clue to the whereabouts of the bulk of 
dementi’s “testament.” A suspicion gained ground that the dying 
considering them defective, had ordered the symphonies destroyed. 

The theory of their irretrievable loss did not satisfy the French scholars, 
Wyzewa and Saint-Foix, who had been doing research in their specialty, the 
life and music^of Mozart. They examined the Clementi music at the British 
Museum early In 1914. So stunned were they by its beauty, they promptly took 
up the cry, “Where are the symphonies of Clementi?” They urged a huge 
manuscript hunt on the British music public. “We feel certain,” they declared, 
“tiiat the discovery of these works would be of the greatest importance for the 
history of European music and especially for the history of music in England.” 
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Their hunch was right; but for three years there was silence in England—and 
also a war. 6 

Then, in 1917, a British musicologist, Dr. William H. Cummings, died. 
Stuffed in a chest in the attic of his house was a jumble of dusty old music 
sheets. Closer scrutiny revealed them to be Clementi manuscripts. Here were 
whole movements of at least four symphonies—in all 154 sheets. The Cum¬ 
mings estate put them up for auction at Sothebys. And there, on the incentive 

u 1 -' Carl ’ they were P urchased for the Library of Congress in 
Washington, D. C. How the Clementi manuscripts fell into Dr. Cummings’ 
possession remains one of the few gaps in the mystery still to be filled. 

In any case, Saint-Foix came to Washington in 1924 and summarized his 
findings in the Revue de Musicologie. Though parts were missing, there were 
tour symphonies to be pieced together from the heap of manuscript. “Unclassi¬ 
fied, often undecipherable, full of erasures, deletions, and changes,” was his 
report on the state of the long-lost treasure. Clementi had apparently never 
rested in his work of revision. Even after constant performance, he had evi¬ 
dently continued the grim work of improving his symphonies. Heinrich Simon, 
wnung for the Musical Quarterly in 1942, describes how shocked he was while 
inspecting the manuscript. “Most of the sheets looked as if rats had set them¬ 
selves to gnawing at them without mercy,” he wrote, in many instances noticing 
the absence of anything resembling a margin. (Clementi, who was notoriously 
thrifty, is said to have felt very strongly on the subject of paper wastage.) 

Where margins do exist in the manuscript, Clementi did not overlook their 
use for making personal memoranda. One such note, appearing on a page of 
the D major Symphony, reads: “Lent to Emma 50+5—10 sh. 110+50 
15+4.55.” Emma was Clementi’s English wife, possibly addicted to exceed¬ 
ing her budget. Other jottings include two Latin inscriptions: Non cui- 
cumque datum est habere nasum (it is not given to everyone to possess a nose) 
and Risu mepto res meptior nulla est (nothing is more inept than inept 
Laughter). Scholars have not yet established just what bearing they had on 
the domestic situation, though one cannot help speculating. 

After Saint-Foix a still more practical visitor to the Library of Congress 
was Alfredo Casella. Long a devotee of Clementi’s music, the I talian C om- 
ooser resolved to restore the symphonies to working shape. Accordingly, it is 
Casella who writes the closing chapter of this lost-and-found mystery. After 
pending a week over the manuscript in October, 1934, he declared all four 
symphonies capable of restitution.” The first symphony gave most trouble, 
he pieces were so scattered. Less problematic was the second, in D major, 
°r ^ Library of Congress possessed all but the introduction and the open- 
ng bars of the first Allegro. Casella then made an exciting discovery. Some 
)f the fragments in the British Museum were the very parts missing from 
he D major Symphony! There was some protest from Saint-Foix, whe 
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viewed the joining of these parts as an esthetic mesalliance. Caselkt bluntly 
retorted - “The manuscript of this symphony is complete to the last detail, and 
entirely 'ready for performance.” Thus reconstructed, the P major Sym¬ 
phony, No. 2, was heard in Italy, a century after its “disappearance" early in 
1936 on a broadcast of the Augusteo Orchestra in Rome. CavlL conducted. 
The music correspondent of the New York thc>a rt T urtal lh * lt tlw 

Clementi symphonies 

revealed Muzio Clementi as one of the great masters of the modem svmphony 
in a vital transitional period between the eighteenth and early nineteenth ecu 
turies, when circumstances and over-hasty criticism robbed Italy ot the honor of 
having contributed to the development of symphonic art. A serious gap in the 
history of Italian symphony is now filled. Built on the classic eighteenth century 
model, they still contain elements betokening the birth of a new art epoch. 

The D major Symphony, No. 2, as restored hy dtsella, was introduced to 
America on Dec. 4, 1936, at a concert of the Boston Symphony Orchestra 
conducted by Serge Koussevitzky. On that occasion Mr. Kumswvii.'hy pre¬ 
dicted that the work was “bound to become an indispensable part of the 
standard repertory.” During the intermission a message was read expressing 
the “good wishes” of Mrs. Cecilia dementi Pitman, of Bnmsvillr, N. Y., 
who described herself as “a great granddaughter of Mu/iu Clementi." Mr. 
Rodzinski introduced the symphony to Philharmonic-Symphony audiences at 
the concerts of Nov. 16 and 17, 1944. 

' All four of dementi’s rehabilitated symphonies are scored tot wood wind* 
in twos, two horns, two trumpets, three tromlxmcs, tympani, ami strings, 
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Frederick Shepherd Converse 

born: newton, mass., jan. 5, 1871. died: westwood, mass., june 8, 1940. 

I am through with the extravagant elements of modern music. No 
more experimentation of that sort for me. It is already old-fashioned. 
What we need is deeper spiritual and emotioned significance in our 
music. Given that, all the rest will ta\e care of itself .— Frederick 
Shepherd Converse, in 1938 . 


"Flivver Ten Million”: A Joyous Epic Inspired by the 
Familiar Legend “The Ten-millionth Ford Is Now Serving 
Its Owner” 

The widely advertised achievement of the Ford plant, “The Ten-millionth 
Ford Is Now Serving Its Owner,” flashed on billboards and windows in the 
mid-twenties, stirred Frederick Shepherd Converse to symphonic action. He 
found magic in the line, a magic worthy, as he confessed, “of celebration in 
music and verse.” What other product of this age had so entwined itself 
around the lives of our people, he asked in a note to Philip Hale, annotator of 
the Boston Symphony Orchestra. He goes on to say: 

The marvel of its success seemed far to outshine the wonders of Aladdin’s 
lamp, or the golden touch of Midas. Here was epic poetry right at hand; and as I 
thought of it, it seemed that the things about us are more vital to us than anything 
else. The ancients had their Scylla and Charybdis; we have our semaphore and 
“traffic cop,” all equally perilous to pass: and I believe that the moon shines as 
tenderly on the roadside in Westwood as ever it did on the banks of Euphrates. 
Hearing and admiring Pacific 231, I said to myself, “I too must try something 
of this kind for the Flivver." 

I set about it purely for my amusement, and not too seriously; for he who wishes 
to express American life or experience must include the saving grace of humor. 
I wondered what Mark Twain would have done with such a theme if he had been 
a musician. The piece turned out to be quite frankly program music, and this is 
the story as it came to me: 

Dawn in Detroit. Chanticleer announces the dawn—the city stirs—sunrise. 

The Call to Labor. Bells—distant factory whistles. 

The Din of the Builders. Fugal factory noises. 

The Birth of the Hero. From the welter emerges the hero, full-fledged, ready 
for service. He tries his metal. He wanders off into the great world in search of 
adventure. 
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May Night by the Roadside. America’s Romance. 

The Joy Riders . America’s Frolic. 

The Collision. America’s Tragedy. 

Phoenix Americanus. The hero, righted and shaken, proceeds on his way with 
redoubled energy, typical of the indomitable spirit of America. 

The form is entirely free. The above episodes are rather short and are contained 
in one movement. There are some chief motives which serve for thematic devel¬ 
opment, like that of “The Builders” and many subsidiary ones. 

The instruments used in Flivver Ten Million comprise three flutes and 
piccolo, two oboes, English horn, two clarinets, bass clarinet, two bassoons, 
contra-bassoon, four horns, three trumpets, three trombones, tuba, a set of 
three tympani, bass drum, snare drum, tambourine, cymbals, bell, tam-tam, 
Ford automobile horn, slapstick, rattle, xylophone, anvil, wind machine, celesta, 
two harps, organ, and strings. 

The first “road test” of Converse’s orchestral motor car occurred at a con¬ 
cert of the Boston Symphony Orchestra on Apr. 20, 1927. That summer 
Willem van Hoogstraten wheeled the new vehicle into the New York arena 
at a Philharmonic concert in the Lewisohn Stadium. 

George Gershwin used a finished product of the genus auto in his sym¬ 
phonic travelogue An American in Paris . Of course, it is not a Ford; or, at 
any rate, Gershwin did not specify the make. But we are made aware of a 
Parisian cousin of the four-wheeled “hero” in several warning blares of an 
automobile horn. So much for surface locomotion. In the conquest of space 
there have been at least two symphonic odes to mechanical flight, besides 
the many dedicated to Phaeton’s mythical climb to the sun. In 1920, Emerson 
Whithorne wrote The Aeroplane, a Tonal Impression of Flight, and in 1946, 
Marc Blitzstein waxed rhapsodic over man’s winged victory in a choral sym¬ 
phony The Airborne . In the broadly mechanical line, Mossoloff the Russian 
turned his orchestra into a realistic Iron Foundry. The Machine Age in music 
obviously did not end—or begin—with Honegger’s Pacific 231. 

Converse abandoned a business career to give all his time to music. Though 
he had prepared himself at Harvard for banking and finance, he had also 
studied music with John K. Paine. Later he supplemented his studies with 
Carl Baermann and George Whitfield Chadwick and attended and gradu¬ 
ated from the Royal Academy of Music in Munich. After instructing for two 
years at the New England Conservatory, Converse returned to Harvard to 
teach composition, but resigned in 1907, after three years, to devote his full 
energies to writing music. Some years later, however, he returned to the 
New England Conservatory, becoming Dean of the Faculty in 1931. 

Among Converse’s numerous works—many still in manuscript—are sym¬ 
phonies, overtures, symphonic poems, concertos, chamber music, a cantata, an 
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oratorio, incidental music to plays, and several operas. The Metropolitan Opera 
Gunpany singled out his one-act romantic opera The Pipe of Desire for pro¬ 
duction on Mar. IS, EdO, thus establishing a precedent for the performance 
there of operas by American eomjKisors. 





Aaron Copland 

BORN: BROOKLYN, N. Y., NOV. 1 4, 1900, 

It seems to me that we American composers have become more self- 
reliant. Speaking for myself, 1 \now that l no longer feel the need of 
seeding out conscious Americanisms. Because we live here and wor\ 
here, we can be certain that when our music is mature it will also be 
American in quality. American individuals will produce an American 
music, without any help from conscious Americanisms. There doesn't 
seem to me to be any short-cut to that end .— Aaron Copland. 


"Statements for Orchestra” 

I. Militant. II. Cryptic. III. Dogmatic. IV. Subjective. V. Jingo. VI. Pro¬ 
phetic. 

Commissioned by the League of Composers for performance by the Minne¬ 
apolis Symphony Orchestra, this work consists of six brief sections. The 
composer spent the summer of 1934 at Lake Bemidji, Minnesota, where he 
sketched several of the movements. The others had been planned as early 
as 1933, at Friend’s Lake, New York. The orchestration was completed in 
New York City, June, 1935. However, only the fifth and sixth sections were 
played by the Minneapolis Symphony under Eugene Ormandy’s direction 
over an NBC broadcast on Jan. 9, 1936. 

The tide Statements was chosen to indicate short, terse, orchestral move¬ 
ments of a well-defined character, each lasting three minutes. The separate 
movements were given suggestive titles as an aid to the public in under¬ 
standing what the composer had in mind when writing these pieces. 

The “Militant” statement is based on a single theme, announced unisono, at 
the beginning by three flutes, two oboes, bassoon, and strings. The “Cryptic” 
statement is orchestrated for brass and flute alone with an occasional use of bass 
clarinet and bassoon. The “Dogmatic” statement is in tri-partite form; the middle 
section quotes the theme of the composer’s Piano Variations. The “Subjective” 
statement is scored for strings alone, without double basses. The “Jingo” state¬ 
ment utilizes the full orchestra. It is built in rondo form on a chromatic melody 
with occasional bows to a well-known tune. The final section, a “Prophetic” 
statement, is rhapsodic in form and centers about a chorale-like melody sung by 
the solo trumpet. Statements for Orchestra is dedicated to Mary Senior Churchill. 
Dimitri Mitropoulos led the premiere of this score at a New York Philharmonic- 
Symphony concert in Carnegie Hall on Jan. 7, 1942. 
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Soon after his graduation from Buys' High School, Brooklyn, Mr, Copland 
began the study of haununy and composition with Rubin Cloldtmrk. That 
was in BB7. l'“i» years later he t«vamc eutollcd in the American school at 
Fontainebleau, subsequently working with Nadia Boulanger. He returned to 
this country in I'hM, and, almost unbiokenly, since then his time has been 
divided between composing and lecturing. Mt. t'upland can point with pride 
to the fact that he was the lust tnmpmrt to teceive a (iuggrnhrim PYUow- 
ship (1‘hM‘Ci'). He has been active as a lecturer at the New School for 
Social Research, and ins ininest in iuutcmpot.uv music is evidenced by his 
sponsoring, in asso,iation with Roger Sessions, the Copland Sessions Concerts, 
offering programs of must, by budding American mmposm. He founded 
the American Festivals of Cuntcmj.or.uv Music, held at Yadtlo, Saratoga 
Springs, N, Y, Mr. Copland r. a memt<ei of the faculty at the Boston 
Symphony Onhcsti.C, Berkshire Must, Cmrrt, at Tangknvuud, tamux, Mass, 
He has written nnmnous am.Irs for musical pettodicals, as welt as several 
books. 

In Ins In.idly wtittrn tw»«k thtr Acte Xtti ur, Mr, Copland discusses, among 
other pertinent whine., the unevarv tut the «omposrt to lusonte aupiainted 
with the ptoliirms and pmalnlttjru tu.mg Stmt today. He saw: 

Our con. nt half. .»*• Intlr mum than tuna.a! museums svhrto the same music 
am! the same o.mj»>s'i-, air on js-on.iitenr dt.plav day by dav, vear alter year. 
In such snootmdtngs emy new j.;r,r and rm» new ...mpnsrr takes on the air 

of an intruder, 

(kimjiusm .hum*: t!r pan lm vrats have gu. bully Ivgun m teah/e that an 
entirely new juthlt. is h>,tnm»« to mum, Tins o urn a ton.ettgoing public but a 
public that gets its mum rhiuugh thr rads.., tl.r phonograph, nt even the movies. 
It icrtm m me that the uno-dn. m.u <a th.-w new means tot irpmduung music 
is oxnpatal.le m imp. .turn r to the uornm-u «.t the pouting press. The sptra.l of 
gm»i must. among millions of new Sntrnro, t<. »rtf.nn to have as gmtuund an 
dint on ton*|«>>-eis as t.V- spira.l „t h»r,a, v had upon wotre, }m f the fust time 
tlentwta.v has r««mod the ,,-alm .4 v-jmns mum Din is a thullmg ta.t, wltt.h 
eventually will .hinge «-my p! M ,e „j musts4 hie, , , , 

The tpieuiou 11 : Can or . >>mpo-<rt-, wot.- a mn-a. that will lent tutetrst to these 
hitherto untmuhed million', of Turin.,, and it so, what mamirt ot music shall 
it be? 

Probably no two inmgovm would ago-v on an auswn to this question, But one 
thing is trit.mr the unv mim-al audit- n,wd! base t«. Starr must, that they mu 
ctmipiehend, 'Hut n am.m.Ui, , It mu a drirtmr b<- simple and due* t, But there 
i* no leason win, it should n.,t In- a um-.ii th.U rq.huts all those new drvi.es dix 
corned liming the m-a o,.n 0! tb- to-u»te*l> > <-|tuuy. 

It is not a tone hu pni.ui.mih -nil.;.-, tor 1 sr.ht but .1 tnnr toi laigr mass sing 
ing, We aie the men who mu-a miltody thr new lommnuai rdral’i m a new *nm 
rtiunal tawiic, 


*. c, *. 
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"A Lincoln Portrait” 

This composition- grew out of a suggestion made by the conductor Andre 
Kostelanetz shordy after America entered the war. What Mr. Kostelanetz 
had in mind was the use of music as a medium for conveying the “magnifi¬ 
cent spirit of our country.” He discussed the idea with three American com¬ 
posers. From that discussion resulted a panel of three portraits— A Lincoln 
Portrait by Aaron Copland, a Portrait for Orchestra of Mark Twain by Jerome 
Kern, and a Portrait of Mayor Fiorello H. LaGuardia by Virgil Thomson. 

“The greatness of a nation is expressed through its people, and those people 
who have achieved greatness are the logical subjects for a series of musical 
portraits,” Mr. Kostelanetz explained. “The qualities of courage, dignity, 
strength, simplicity, and humor which are so characteristic of the American 
people are well represented in these three outstanding Americans.” 

Mr. Kostelanetz, to whom the score is dedicated, conducted the premiere 
of A Lincoln Portrait at a Pension Fund Concert of the Cincinnati Symphony 
Orchestra in Cincinnati on May 14, 1942. The work was first performed in 
Boston by the Boston Symphony on Mar. 26, 1943, and in New York by the 
same orchestra the following Apr. 1. Since then A Lincoln Portrait has been 
played by most of the major American orchestras. There have been numer¬ 
ous performances of this work in London, Zurich, and Buenos Aires. Mr. 
Copland was informed that the work, rendered with a Spanish translation of 
Lincoln’s fervid utterances, caused a “political demonstration” at its Buenos 
Aires premiere. 

For the Boston premiere, Mr. Copland informed the annotator John N. 
Burk that his first impulse had been to do a portrait of Walt Whitman, “the 
patron poet of all American composers.” Mr. Kostelanetz, however, convinced 
him that a political figure of world stature would be a wiser choice. “From 
that moment, Mr. Copland wrote, “the choice of Lincoln as my subject 
seemed inevitable.” 

In discussing my choice with Virgil Thomson, he amiably pointed out that 
no composer could possibly hope to match in musical terms the stature of so 
eminent a figure as that of Lincoln, Of course, he was quite right. But secredy 
I was hoping to avoid the difficulty by doing a portrait in which the sitter him¬ 
self might speak. With the voice of Lincoln to help me I was ready to risk the 
impossible. 

, l etters and speeches of Lincoln supplied the text. It was a comparatively 
simple^ matter to choose a few excerpts that seemed particularly apposite to our 
own situation today. I avoided the temptation to use only well-known passages, 
permitting myself the luxury of quoting only once from a world-famous speech. 
The order and arrangement of the selections are my own. 
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The first sketches were made in February and the portrait was finished on April 
sixteenth. The orchestration was completed a few weeks later. I worked with 
musical materials of my own, with the exception of two songs of the period: the 
famous “Camptown Races” and a ballad that was first published in 1840 under 
the title The Pesky Sarpent” but is better known today as “Springfield Moun¬ 
tain. In neither case is the treatment a literal one. The tunes are used freely, in 
the manner of my use of cowboy songs in Billy the Kid. 

The composition is roughly divided into three main sections. In the opening 
section I wanted to suggest something of the mysterious sense of fatality that 
surrounds Lincoln s personality. Also, near the end of that section, something of 
his gentleness and simplicity of spirit. The quick middle section briefly sketches 
in the background of the times he lived. This merges into the concluding section 
where my sole purpose was to draw a simple but impressive frame about the words 
of Lincoln himself. 

THE TEXT 

“Fellow citizens, we cannot escape history.” 

That is what he said, 

That is what Abraham Lincoln said: 

“Fellow citizens, we cannot escape history. We of this Congress and this ad¬ 
ministration will be remembered in spite of ourselves. No personal significance or 
insignificance can spare one or another of us. The fiery trial through which 
we pass will light us down, in honor or dishonor, to the latest generation. We 
—even we here—hold the power and bear the responsibility.” 

He was born in Kentucky, raised in Indiana, and lived in Illinois. 

And this is what he said: 

“The dogmas of the quiet past are inadequate to the stormy present. The occasion 
is piled high with difficulty, and we must rise with the occasion. As our case is 
new, so we must think anew and act anew. We must disenthrall ourselves, and 
then we shall save our country.” 

When standing erect he was six feet four inches tall. 

And this is what he said: 

He said: 

“It is the eternal struggle between two principles—right and wrong throughout 
the world ... It is the same spirit that says, ‘You toil and work and earn 
bread and IT1 eat it.’ No matter in what shape it comes, whether from the 
mouth of a king who seeks to bestride the people of his own nation and live by 
the fruit of their labor, or from one race of men as an apology for enslaving 
another race, it is the same tyrannical principle.” 

Lincoln was a quiet man. 

Abe Lincoln was a quiet and melancholy man. 

But when he spoke of democracy. 

This is what he said: 

He said: 

“As I would not be a slave, so I would not be a master. This expresses my idea of 
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democracy. Whatever differs from this, to the extent of the j s no 

democracy.” 

Abraham Lincoln, sixteenth President of these United States, is everlasting in 
the memory of his countrymen. 

For on the batdeground at Gettysburg, this is what he said: 

This is what Abe Lincoln said: 

• * that from these honored dead we take increased devotion to that cause for 
which they gave the last full measure of devotion: that we here highly resolve 
that these dead shall not have died in vain; that this nation, under God, shall 
have a new birth of freedom; and that government of the people, by the people, 
and for the people, shall not perish from the earth.” 

The scoring is for wood winds in pairs, four horns, three trumpets, three 
trombones, tuba, percussion, harp, and strings. 


Orchestral Suite from the Ballet "Appalachian Spring” 

In its original scoring for thirteen instruments this music was first heard 
in New York on May 14, 1945, when Martha Graham and her company 
presented the new ballet Appalachian Spring, at the National Theatre. Mr. 
Copland promptly set to work on an arrangement for symphony orchestra. 
Printed at the head of the published score is the following information: 

Appalachian Spring was composed in 1943-1944 as a ballet for Miss Martha 
Graham on a commission from the Elizabeth Sprague Coolidge Foundation. It 
was first performed by Miss Graham and her company at the Coolidge Festival 
in the Library of Congress in Washington, D. C., on Oct. 30, 1944. 

The original scoring called for a chamber ensemble of thirteen instruments. The 
present arrangement for symphony orchestra was made by the composer in the 
spring of 1945. It is a condensed version of the ballet, retaining all essential fea¬ 
tures, but omitting those sections in which the interest is primarily choreographic. 

The action of the ballet concerns “a pioneer celebration in spring around a 
newly built farmhouse in the Pennsylvania hills in the early part of the last cen¬ 
tury. The bride-to-be and the young farmer husband enact the emotions, joyful 
and apprehensive, their new domestic partnership invites. An older neighbor sug¬ 
gests now and then the rocky confidence of experience. A revivalist and his fol¬ 
lowers remind the new householders of the strange and terrible aspects of human 
fate. At the end the couple are left quiet and strong in their new house.” [As 
described by Edwin Denby in the New Yor\ Herald Tribune, May 15, 1945. On 
the same day John Martin, of the New Yor\ Times, wrote: “It is completely simple, 
homely, dedicated, and a lovelier work you would have to go far to find.”] 

In May, 1945, Appalachian Spring received both the Pulitzer Prize for 
music and the Award of the Music Critics Circle of New York for the out- 
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standing theatrical composition of the season 1944-1945. Artur Rodzinski 
introduced the concert suite on Oct. 4, 1945, at the opening concert of the 
New York Philharmonic-Symphony season. 

Mr. Copland gave the authors the following information: 

The music of the ballet takes as its point of departure the personality of 
Martha Graham. I have long Deen an admirer of Miss Graham’s work. She, in 
turn, must have felt a certain affinity for my music because in 1931 she chose my 
Piano Variations as background for a dance composition entided Dithyramb. I 
remember my astonishment, after playing the Variations for the first time at a 
concert of the League of Composers, when Miss Graham told me she intended 
to use the composition for dance treatment. Surely only an artist with a close 
affinity for my work could have visualized dance material in so rhythmically com¬ 
plex and esthetically abstruse a composition. I might add, as further testimony, 
that Miss Graham’s Dithyramb was considered by public and critics to be just as 
complex and abstruse as my music. 

Ever since then, at long intervals, Miss Graham and I planned to collaborate on 
a stage work. Nothing might have come of our intentions if it were not for the 
lucky chance that brought Mrs. Elizabeth Sprague Coolidge to a Graham per¬ 
formance for the first time early in 1942. With typical energy, Mrs. Coolidge 
translated her enthusiasm into action. She invited Martha Graham to create three 
new ballets for the 1943 annual fall Festival of the Coolidge Foundation in Wash¬ 
ington, and commissioned three composers—Paul Hindemith, Darius Milhaud, 
and myself—to compose scores especially for the occasion. 

After considerable delay Miss Graham sent me an untided script. I suggested 
certain changes to which she made no serious objections. I began work on the 
music of the ballet in Hollywood in June, 1943, but didn’t complete it until a year 
later in June, 1944, at Cambridge, Mass. 

The premiere took place in Washington a year later than originally planned 

in October, 1944. The principal roles were danced by Miss Graham, Erick 
Hawkins, Merce Cunningham, and May O’Donnell. Isamu Noguchi designed the 
architectural setting, Edith Guilfond supplied the costumes, Louis Horst con¬ 
ducted. Needless to say Mrs. Coolidge sat in her customary seat in the first row, 
an unusually interested spectator. (She was celebrating her eightieth birthday that 
night.) . 

The tide Appalachian Spring was chosen by Miss Graham. She borrowed it 
from the heading of one of Hart Crane’s poems, though the ballet bears no rela¬ 
tion to the text of the poem itself. 

The Suite arranged from the ballet contains the following sections, played with¬ 
out interruption: 

1. Very slowly. Introduction of the characters, one by one, in a suffused light. 

2. Fast. Sudden burst of unison strings in A major arpeggios starts the action. 
A sentiment both elated and religious gives the keynote to this scene. 

3. Moderate. Duo for the Bride and her Intended—scene of tenderness and 
passion. 
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4. Quite fast. The Revivalist and his flock. Folksy feelings—suggestions of square 
dances and country fiddlers. 

5. Still faster. Solo dance of the Bride—presentiment of motherhood. Extremes 
of joy and fear and wonder. 

6 . Very slowly (as at first). Transition scene to music reminiscient of the 
introduction. 

7. Calm and flowing. Scenes of daily activity for the Bride and her Farmer- 
husband. There are five variations on a Shaker theme. The theme, sung by a solo 
clarinet, was taken from a collection of Shaker melodies compiled by Edward D. 
Andrews, and published under the title The Gift To Be Simple. The melody I bor¬ 
rowed and used almost literally, is called “Simple Gifts.’' It has this text: 

’Tis the gift to be simple, 

’Tis the gift to be free, 

’Tis the gift to come down 
Where we ought to be. 

And when we find ourselves 
In the place just right, 

’Twill be in the valley 
Of love and delight. 

When true simplicity is gain’d, 

To bow and to bend we shan’t be asham’d. 

To turn, turn will be our delight, 

’Til by turning, turning we come round right. 

8 . Moderate. Coda. The Bride takes her place among her neighbors. At the 
end the couple are left “quiet and strong in their new house.” Muted strings intone 
a hushed, prayerlike passage. The close is reminiscent of the opening music. 

The concert arrangement of Appalachian Spring calls for an orchestra of 
modest proportions: woodwinds by twos; horns, trumpets, and trombones by 
twos; piano, harp, percussion, and the usual strings. The score is dedicated to 
Mrs. Elizabeth Sprague Coolidge. 

In addition to Appalachian Spring Mr. Copland has composed four other 
ballets: 

Grohg (1922-1925). Not produced. An orchestral Dance Symphony is de¬ 
rived from this ballet. 

Hear Ye! Hear Ye! (1934). Choreography by Ruth Page. First produced 
at the Chicago Opera House, Rudolph Ganz conducting, Nov. 30, 1934. 

Billy the Kid (1938). Choreography by Eugene Loring. First produced by 
the Ballet Caravan in Chicago, October, 1938. 

Rodeo (1942). Choreography by Agnes de Mille. First produced by the 
Ballet Russe de Monte Carlo, Franz Allers conducting, at the Metropolitan 
Opera House, Oct. 16, 1942. 


L. B. 
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“Quiet City,” for Trumpet, English Horn, and String 
Orchestra 

Scored originally as incidental music to the Group Theatre’s production 
in 1939 of Irwin Shaw’s play of the same name, Quiet City was later premiered 
as a one-movement orchestral piece by the Saidenburg Little Symphony in 
the Town Hall, New York. Critics and public received it warmly. To one 
writer it evoked visions of “silent streets, the slogging gait of a dispossessed 
man, and some of the feeling of mournful beauty that comes from loneli¬ 
ness.” Another sensed hints of “the opening of an Alfred Hitchcock thriller,” 
and a third “bleak brooding spreading suggestively over the mirrored 
metropolis.” 

Mr. Shaw’s play, an experimental fantasy delving into the “night thoughts 
of many different kinds of people in a great city,” had used a trumpet player 
as author’s mouthpiece, the recurring trumpeting being designed to “arouse 
the conscience of his fellow players and of the audience.” After two tryout 
performances on successive Sunday nights in April, 1939, the play was “with¬ 
drawn for revisions.” In preparing the accompanying score, Mr. Copland had 
in mind music that would be “evocative of the nostalgia and inner distress of a 
society profoundly aware of its own insecurity.” 

Urged by friends to make use of some of the thematic material as the 
basis for an orchestral piece, Mr. Copland set to work that summer after 
completing his duties at the Berkshire Music Center, where he served on the 
faculty. When the piece was played by the Boston Symphony Orchestra, 
Serge Koussevitzky conducting, he explained that he had “borrowed the 
name, the trumpet, and some themes from the original play.” 

In the stage version Mr. Copland was limited in the scoring to clarinet, 
saxophone, and piano, besides the trumpet. The addition of English horn and 
string orchestra and the form of the composition as a whole “was the result 
of work in a barn studio two miles down the road from Tangle wood,” he 
then wrote. 

The orchestration was completed in September, 1939, and the score dedi¬ 
cated to Ralph Hawkes, junior member of the London firm of Boosey and 
Hawkes, who subsequently published the music. Quiet City has since been 
played by more than forty orchestras in the United States, Canada, Great 
Britain, Australia, South Africa, and South America. 

The composition was heard on a New York Philharmonic-Symphony pro¬ 
gram in the Lewisohn Stadium concert series on Aug. 8, 1941. 


L. B. 
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Suite from “Billy the Kid” 

At the suggestion of Lincoln Kirstein, director of the Ballet Caravan, Aaron 
Copland set to work on a score for a native American ballet, whose subject 
was to be the young desperado of the Wild West, Billy the Kid. Mr. Copland 
had doubts, at first, concerning his own qualifications as a “cowboy com¬ 
poser,” but insistence on the part of Mr. Kirstein brushed aside all misgiv¬ 
ings. The resultant work has proved one of the most popular in the Ballet 
Caravan’s repertory. 

Mr. Copland admits that he was torn between the use and nonuse of cow¬ 
boy songs as a foundation for his music. He found certain obstacles to over¬ 
come, the major ones having to do with making an orchestral speech of the 
simple unaffected tunes, and another none-too-negligible obstacle being his 
own distaste for cowboy music as such. 

Mr. Kirstein, in the meantime, assured' the composer that it made no differ¬ 
ence whether or not the songs were employed, but, even as he said so, he 
tucked a sheaf of them under Mr. Copland’s arm. In Paris, the following 
summer, the composer began working on the oudine of the scenario, and, 
mirabile dictu, he found that his attitude toward cowboy songs had changed 
considerably, so much so, in fact, that the completed score carries, in full or in 
part, such eminent examples of musical cowboyiana as “Great Granddad” 
“Git Along Litde Dogies,” “The Old Chisholm Trail,” “Old Paint,” “The 
Dying,Cowboy” and others. Mr. Copland did not interpolate “Home on the 
Range, for, as he puts it, I had to draw the line some place.” 

The Suite consists of six episodes from Mr. Copland’s music for Billy The 
Kid, sandwiched between the initial secdon, “The Open Prairie,” and its 
repetition. 5 

R. C. B. 

“El Salon Mexico” 

The first performance of this work was given by the Mexico Symphony 
Orchestra under the direction of Carlos Chavez on Aug. 27, 1937. Since then 
it has become quite a programmatic fixture with orchestras in the United 
States. El Salon Mexico is scored for two flutes, piccolo, two oboes, English 
horn two clarinets, E flat clarinet, bass clarinet, two bassoons, contra-bassoon, 
tour horns, three trumpets, three trombones, tuba, tympani, military drum, 
tambour de Provence, bass drum, cymbals, Chinese blocks, wood block, gourd, 
and xylophone. The composition is dedicated to Victor Kraft. 

Mr. Copland’s own explanation of El Salon Mexico follows: 
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During my first visit to Mexico, in the fall of 1932, I conceived the idea of 
writing a piece based on Mexican themes. I suppose there is nothing strange in 
>uch an idea. Any composer who goes outside his native land wants to return 
searing musical souvenirs. In this case my musical souvenirs must have been very 
xtemorable, since it wasnt until 1933 that I began to assemble them into the form 
>f an orchestral work. 

From the very beginning the idea of writing a work based on popular Mexican 
melodies, was connected in my mind with a popular dance hall in Mexico City 
railed Salon Mexico. No doubt I realized, even then, that it would be foolish for 
ne to attempt to translate into musical sounds the more profound side of Mexico; 
he Mexico of the ancient civilization or the revolutionary Mexico of today. In 
>rder to do that one must really know a country. All that I could hope to do was 
o reflect the Mexico of the tourists, and that is why I thought of the S£lon 
Mexico. Because in that “hot spot” one felt, in a very natural and wayj 

close contact with the Mexican people. It wasn’t the music I heard, but the spirit 
hat I felt there, which attracted me. Something of that spirit is what I hope to 
Lave put into my music. 

I followed no general rule in the use of the themes that I treated. Almost all of 
hem come from the Cancionero Mexican o by Frances To or, or from the erudite 
pork of Ruben M. Campos, El folklore y la Musica Mexicana. To both authors I 
we thanks. Probably the most direct quotation of a complete melody is that of 
d Mosco (No. 84 in the book by Campos), which is presented twice, immediately 
fter the introductory measures (in which may be found fragments of El Palo 
7 erde and La Jesusita ). 


R. C. B. 





Arcangelo Corelli 

born: busicnano, near imola, italy, fee. 17, x6 5 3- R0MR ’ ^ N - 8 > *7*3- 

His merit was not depth of learning li\e that of Alessandro .S', arum, 
nor great fancy or rich invention in melody or harmmy, hut a nice 
ear and most delicate taste which led him to select the most pleasing 
harmonies and melodies and to construct the parts so as to produce 
the most delightful effect upon the ear. Gkminianj. 

"Christmas Concerto,” Concerto Grosso, No. 8, in G minor 
("Fatto per la Notte di Natale”), Op. 6 

I. Vivace; Grave; Allegro. II. Adagio; Allegro. HI. Vivace. IV. Allegro; 

Pastorale. 

Like Handel, Corelli wrote twelve concert! grossk And the parallel goes 
further. Each composer had them published as a set* and each sea is numbered 
Opus 6! Corelli’s twelve appeared in 1712 in Route, I landel s in L ‘ill in Lon¬ 
don. Moreover, Handel did not hesitate to use the Roman do/m as a model 
for the London set. Corelli and Vivaldi had become cherished models in 
instrumental writing of this kind. Of course, I lata lei and Bach stamped their 
own genius on the concerto-grosso form. 

Further resemblance between the Corelli and Handel concerts is seen in 
the allotment of instruments. Like Handel’s concertos, CorrlliY Chmtmm 
Concerto is scored for two solo violins and solo cello (comprising the mi called 
“concertino obbligato”) and two violins, viola, and bass (comprising the ’Yon*, 
certo grosso”). Corelli adds the words: Ad arbitrio cht a pot ran no raJoppiare, 
“with the option of doubling” the instruments. Supplementalv mttMuaiw 
thus engaged were called ripienisti, which may be freely translated Bum the 
Italian as “fillers-in.” 

How the eighteenth-century concerto grosso worked out tit general pntt> 
tice may be gathered from a picture in the British Museum. Thwr I landrt is 
shown with his instrumental ensemble. The seating plan nuke** t Sear rite 
relation of the two groups. Handel is surrounded, rather than merely u»m 
fronted, by the musicians. He is seated at a double kevhoaid clavhrmbak 
To his right, directly under his eye, is grouped the Ama rrtinoA tUr miIo 
players. Behind him, out of sight, are the supporting player, rtir Amurreu 
gro$so”“—and ripienisti . The “concertino” group, Uiuiidutglv, wmr within 
direct range of the “conductor’s” signals. 11ns group irlayed Ins wud m to 
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the others. The different bodies of the Handelian orchestra governed one 
another with elasticity/ 1 Remain Rutland points out in his book on Handel, 
“and it was the incisive rhythm of the little cembalo which put the whole 
mass into motion/ 1 

I he word "concerto” was probably first applied to music for a solo instru¬ 
ment and accompaniment by Scipio Rargaglia in a manual published in 
Venice in 15H7. A century later, Giuseppe Torelli adopted the term “con¬ 
certo grosso” to cover a "concerto" 1 with a greater number of instruments. 
Yet in lffff, seventeen years before Torellfs death, Michelletti published his 
“Sinfonie et concern a quatrn/ 1 and in UAS a sheaf of “Concert! musical!/’ 
The term concerto recurs in seventeenth-century tracts. However, it was 
this same Torelli who determined the form of the grand solo for violin and, 
ns Philip Hale observed, "opened the way to Arcangelo Corelli, the father of 
modem violinists, composers, or virtuosos/" 

1 he noted violinist E ranceseo Oeminiuni was only one of the numerous 
pupils of this sire of virtuosos. Others were Pietro Locatelli—whose effects 
of changed aceordature were later imitated by Paganini—and Pietro Castrucci, 
who fur a time was first violinist in IlandePs opera orchestra. Corelli’s own 
violin teacher was not Giovanni Battista Bassani, as was long assumed, but 
Giovanni Benventm of Bologna, Maiteo Simonelli taught him counterpoint. 
Corelli spnu three years in Germany, from 1679 to 1681, largely in Munich, 
in the employ of the Elector of Bavaria, though there is evidence of his 
appearing in Heidelberg and Hanover, where the Elector George, later 
George 1 of England, kept an orchestra. A supposed visit in 1672 to Paris, 
whetr Corelli allegedly aroused Eullv's jealousy, is apocryphal. 

In HA!, having, attracted wide attention through his skill on the violin and 
the publication of a set of sonatas for two violins, cello, and basso continue), 
Corelli, now in Rome, was invited by Cardinal Pietro Ottoboni to make his 
beautiful palace his home, Corelli accepted and gave concerts there every 
Monday, at the same time steadily adding to his pupil enrollment. 

Corelli had a passion tor painting, Handel, who met him during his tour 
of Italy, observed that Corelli “liked nothing better than seeing pictures 
without paying for it, and saving money/* Some of the stories about Corelli's 
parsimony seem well founded, He is said to have dressed shabbily and 
walked when he could easily have paid for a carriage. When he died he left 
Cardinal Ottoboni .vane great paintings he had collected, besides the equiva¬ 
lent of % The cardinal kept the pictures but distributed his thrifty 

friends savings to Corel lik needy relations. 

The rotiteuiporary picture of Corelli is that of a modest, amiable soul, 
“simple in his ways of life/* He was euiogr/ed for his “nice ear and most 
deikafr taste/* George Marthcsnn called him “the prince of all musicians/* 
An Italian colleague of Corelli's went even further, dubbing him '7/ virtue- 
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sissimo di violin e vero Orfeo di nostri tempi” (“the virtuoso of violin virtu¬ 
osos and the true Orpheus of our time”). 

Corelli’s importance in musical history is based alike on his work as com¬ 
poser, especially in his treatment of instruments, and his development of 
violin technic and style. Evidently not a dazzling technician himself, to judge 
from the more reliable reports of one or two pupils, he cultivated instead, a 
broad, polished style of expressive nobility. 

In The Oxford History of Music , Sir Hubert Parry points out that Corelli 
was almost the first composer to show “a consistent instinct for style, and 
this marks one of the most important attainments in the development of 
instrumental music.” Before Corelli, “composers had hardly any idea of adapt¬ 
ing their thoughts to the idiosyncrasies of their instruments, and for the most 
part wrote mere voice parts for them; but Corelli at last attained to the point 
of writing music to which only the instruments for which he wrote could 
adequately give effect.” 

According to Dr. Burney, it was thanks to Corelli that the violin was “ren¬ 
dered respectable,” the eighteenth-century musical historian even predicting 
that it would remain so, “as long as the present system of music shall con¬ 
tinue to delight the ears of mankind.” 

L. B. 


Suite for String Orchestra 

[.Arranged for string orchestra by Ettore PinelU ] 

I. Sarabande. II. Gigue. III. Badinerie. 

Ettore Pinelli, an Italian violinist, conductor, and teacher (1843-1915), 
drew the material for his arrangement from a set of twelve sonatas for violin, 
with basso continuo, constituting Arcangelo Corelli’s Opus 5. The widely 
played violin favorite La Folia also derives from one of these sonatas, the 
twelfth. When first published in folio in Rome in 1700, the Corelli score bore 
the tide: XII suonate a violino e violone o cembalo . At least six editions of 
the work were issued by 1799. Apparendy the first “arrangement”—for two 
flutes and bass—was that later published in London and Amsterdam. Francesco 
Geminiani, a pupil of Corelli, made them into a set of Concerti Grossi, also 
published in London. 

The Pinelli suite, consisting of a “Sarabande,” a “Gigue,” and a “Bad¬ 
inerie,” was introduced to America on Dec. 29, 1927, by Bernardino Molinari, 
on the occasion of his American debut as guest conductor of the St. Louis 
Symphony Orchestra. Bach used the French word badinerie as tide for the 
last movement of his B minor Suite for Flute and Strings. Philip Hale 
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Quoted Cottgrave’s French and English Dictionary o£ 1673 as defining the 
ivord thus: “foolery, foppery, toying, tumbling, juggling, any kind of apish 
gambolling.” 


L. B. 


"La Folia,” for Violin and Orchestra 

Like so many other dances later used in instrumental music—the chaconne 
md saraband among them—the “folia” was of early Spanish origin. A few 
:cholars have identified it as Portuguese, rather than Spanish. In any case, 
before it crossed the Iberian border into France and Italy the “folia” was a 
‘low and stately dance in 3/4 time. To the Italians it became known as 
ollia di spagna, and to the French, in the plural form, as folks d’Espagne. 
The title was later used for a species of air with variations of which Corelli’s 
-*>a Folia is the most famous example. Samples of the old Spanish dance were 
£iven by Francesco Salinas (1513-1590) in his De Musica, printed in Salamanca 
U 1577. Writing variations on the “folia” theme became quite a sport with 
ubsequent composers. Vivaldi, Frescobaldi, Lully, Pergolesi, Bach, Cheru- 
>ini, and Liszt, to mention only the better known names, all let their fancy 
day with the graceful melody. 

Corelli used the highly adaptable theme at the end of his twelve “Suonati 
. violino e violone e cembalo, Op. 5.” From this finale, the French violinist 
iubert Leonard (1819-1900), prepared the arrangement for violin and or- 
hestra which has long been familiar on concert programs. The theme is 
nnounced in D minor (Adagio, 3/4) by the violin, which then passes it to 
be massed violins. A second melody is brought in by the flute. As the pace 
[uickens, the main theme returns to the solo instrument for its first variation, 
nd the violin then exchanges embroidery with several accompanying instru¬ 
ments. Another variation follows (Andante, 4/4) and the violin soon fades 
.own for a pianissimo version of the theme. The tempo again quickens, and 
be violin is soon toying with the theme with pizzicato support from the 
ther strings. After some playful traceries, the violin once more discourses 

slow variation, and a cadenzalike passage sets in. The orchestra takes over 
me theme, before giving way to the violin for a calm and tender farewell 
£ the “folia” theme. 


L. B. 






Francois Couperin 

BORN: PARIS, NOV. 10 , 1668 . died: PARIS, SEPT. 12 , 1733 . 

He is the courtly composer par excellence, who found court atmos¬ 
phere as congenial as the convent is to the mystic and the ascetic . 
—F. Bona vi a. 


"Prelude and Allegro” 

[Transcribed for orchestra by Darius Milhaud\ 

The Prelude and Allegro derive from La Sultane, a “Sonade en Quatuor” 
for strings and clavecin continuo by Francois Couperin, long known as 
“Couperin Le Grand,” as a token of esteem and to set him apart from other 
members of the gifted French family. Milhaud scored the two opening sec¬ 
tions for modern orchestra at the request of Vladimir Golschmann, who found 
the “quartet” in Volume X of Maurice Cauchie’s twelve-volume edition of 
Couperin’s works (1932-1933), sponsored by Mrs. Louise B. Dyer, Australian 
patroness of music. The St. Louis Symphony conductor discussed it with the 
French composer while vacationing in California in the summer of 1940. 
(Milhaud was teaching at Mills College in Oakland.) The arrangement was 
then commissioned for the St. Louis season of 1940-1941. Completed by the 
middle of November, the Prelude and Allegro were premiered by Mr. 
Golschmann’s orchestra on Jan. 17, 1941. The pieces entered the Philharmonic- 
Symphony repertory on Mar. 10, 1943, at a concert conducted by Efrem 
Kurtz. 

The Prelude opens with a grave section scored for strings and trombones. 
Wood winds soon join in, the mood continuing solemn and stately. There 
follow alternations of choirs, the winds first, then the strings (in subdued 
style), low strings and horns,, finally the full orchestra. The Allegro follows, 
gay and spirited, but with a marked feeling and accent of Couperin’s day. 
After a series of episodes for flutes, oboes, and violins, the fabric broadens and 
develops to a vigorous climax. 

Couperin was long regarded as the court composer par excellence. One 
associates fastidious taste and refinement with his name, as well as a certain 
artificiality. Admirers speak of his “charming artlessness,” “gentle melodies,” 
and “airy grace.” He was famous as harpsichordist and organist. His harpsi¬ 
chord manual L’Art de toucher le clavecin, which influenced Bach, was dedi¬ 
cated to Louis XIV, who gave him the title of Ordinaire de la musique de la 
chambre du roi. Music owes him a debt for many services, other than hi: 
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twelve-volume legacy of composition. “He reduced harmony to a system/* 
says F. Bonavia; “he taught performers to use their thumbs on the keyboard; 
he was the first to write chamber music for three players; he made of the 
‘suite’ something more than a collection of oddly assorted fantasias.” In ideals 
and outlook he wrote for an aristocratic class “with an etiquette, a mode of 
life, and an art all of its own, as far removed from the world of men and 
lively passions as a company of Trappists.” Couperin, incidentally, favored 
women’s hands for “tender, sentimental” passages on the harpsichord. “[They] 
are generally better,” he wrote. “I have already said that muscular suppleness 
contributes much more than strength to good playing.” He even favored the 
distaff side in choosing tides for compositions: La Dangereuse, La Manon, 
La Superbe, La Diane, La Voluptueuse, La Diligente . As a rule the music 
gives little hint of the provocative content promised. Who La Sultane was and 
why Couperin gave the name to a string quartet is a lost secret, if it ever was 
intended as one. 


L. B. 






Henry Cowell 

BORN: MENLO PARK, CALIF., MAR. IX, 1 897. 

Perhaps my method cm be made clear by saying what l do not do in 
producing my music . 1 do not compose according to any set scheme* 
I do not compose while either in an emotional or intellectwd freer. 
I do not follow any formula, nor do I give myself to an improviso^ 
tional, unformed wandering . I do not try to follow the style of my 
other composer, old or new .— Henry Cowell* 


"Tales of Our Countryside” 

The four sections comprising this work were written separately and at wnte 
intervals as piano pieces. As such, the composer introduced them himself. 
In putting them together for the present number, Mr. Cowell made con¬ 
siderable changes in their harmonic structures, besides lengthening them 
appreciably. He now conceives o£ Tales of Our Countryside as a composition 
for piano and orchestra. 

An interesting side to the creation of the piano pieces is that each was com¬ 
posed in a different state of the Union, a matter that lends geographic validity 
to the title of the reconstructed works: “Deep 'rides’* was completed in Cali¬ 
fornia, in 1923; “Exultation" in New York, 1928; "Harp of' Life" in Iowa, 
1925, and “Lilt of the Reel” in Kansas, 1925. 

The flavor of the four sections is modal, the first, third, anti iomth, of Irish 
character, occupying a place between the Aeolian and major modes, and the 
second favoring the Mixolydian. All the melodies are deliberately simple and 
in folk style and all original. Mr. Cowell, in other worth, lias i liosen the pash 
of imitation and reference, instead of incorporating actual tunes. There is 
attempt at development whatever, the themes coming in for simple rxposi 
tion all through, a situation, the composer asserts, which prevent*, the com 
position from being a piano concerto. 

Tales of Our Countryside, finished in 1940, had its world premiere in Allan 
tic City at a concert of the All-American Youth Orchestra under the dilation 
of Leopold Stokowski. 

Henry Cowell attracted much attention early in his creative eaten for his 
theory of “tone clusters” (the performance of note groups «tt the piano by 
means of the fist or forearm). He has toured Europe and America, trenal 
and concert bent, finding the time, also, to put to paper many a new c«mjm> 
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sition. To date his achievements as composer are numerous. He has done a 
ballet (1918), a symphony, other orchestral works—in addition to Tales of 
Our Countryside- notably. Synchrony (1930), Reel (1933), and Old Ameri¬ 
can Country Set (1938). 


R. C. B. 



Paul Creston 

born: new York, oct. io, 1906, 

Freshness in ideas, clever colors , and a certain healthy brightness seem 
to prove that Creston does not write merely because he has technic, 
but chiefly because he feels creative urgc*—~ Leonard LiXiBLlMcj. 


Symphony No. 2, Op. 3 5 

I. Introduction and Song. II. Interlude and Dance. 

Symphony No. 2 was completed in June, 1944. It is in two movements: (l) 
“Introduction and Song,” and (2) “Interlude and Danet\ n and was conceived 
as an “apotheosis” o£ the two foundations of all music: song and dance, Mr, 
Creston has furnished the authors with the following analysis of the score: 

In the opening of the Introduction are presented four themes as a cumulative 
ground bass, i.e., successively superimposed. Theme 1, played by cellos, and 
Theme 2, played by violas, are the main basis of the entire symphony* Whatever 
new thematic material emerges is either a ramification or a development of their 
two themes. 

The Song is largely built on a variation of Theme 1, tender and simple in char¬ 
acter, presented first by the flute and then by the horn. After a minor climax, the 
inversion of Theme 1 is presented by violins and is followed by Theme A with the 
mood gradually increasing in intensity. A short, agitated episode leads to the 
varied Theme 1 with the whole orchestra participating ami played with great 
breadth and majesty. The movement closes quietly with the original flute ttiemr, 
this time played by the oboe, slightly varied rhythmically hut equally tender and 
simple in feeling. 

The Interlude opens with a completely transformed Theme l, quite aggressive 
and defiant, leading to a rather quiet section, but soon returning to the aggressive 
character. This last merges into the Dance without pause, which after a rhythmic 
introduction begins with another variation of Ilnur 1 {muted trumpet). Kadi 
appearance of this variation of Theme 1 alters further the rhythm anil Minfour «$t 
the melody. As the excitement mounts, Theme 2 soars dime the ever m urrcM 
rhythmic pulses, developing to a climax and into the next snriott of dir Dance, 
In the second section, based on a variation of Theme I inverted, the dry think 
pattern has changed and there is a greater sense of driving forward, This theme 
variant goes through several metamorphoses as the section builds tu dir major 
climax and then subsides to an altered version of the original cumulative ground 
bass. Above three concurrent rhythms which were prevented separately raflirr in 
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e ■ Dance = the flute theme of the Song (now played by violins) becoming more and 
Ore intense, brings the composition to a close. 

Symphony No. 2 is dedicated “in profound gratitude” to Dr. W illiam 
L ^ er ’ £amil y £r i en d and physician. Artur Rodzinski led the premiere at a 
ew York Philharmonic-Symphony concert on Feb. 15, 1945. 

Entirely self-taught in theory and composition, Paul Creston studied piano 
itli Randegger and Dethier and organ with Pietro Yon before being ap- 
•ixited, in 1934, organist and choirmaster of St. Malachy’s Church, New 
^rk. A Guggenheim Fellowship was awarded him in 1938 and 1939. Among 
s works are a Prelude and Dance, a Partita for Flute, Violin, and Strings, 
amber music, and a tone poem, Threnody, besides a Symphony, Op. 20, a 
Lite for Saxophone (or Clarinet) and Piano, and a Concertino for Marimba 
d Orchestra, the first such work to ennoble the instrument to serious con- 
't status. He has also conducted experiments and research in acoustics, 
iietics, and musical therapy. 

tn 1943, Mr. Creston garnered three awards: a Citation of Merit from 
i National Association for American Composers and Conductors, a $1,000 
int by the American Academy of Arts and Letters, and the New York 
Lisle Critics Circle Award for his First Symphony. 

Vtr. Creston has been associated with the Blue Network, composing and 
‘ecting several programs. Recently he was awarded a $1,000 grant by the 
ice M. Ditson Fund. 

Vlr. Creston avowedly follows abstract and absolute trends in his music, 
her than fixed programs. Threnody marks only a partial departure from a 
.ctly formal and impersonal style. Generally he hews to purely formal 
ss and works out conceptions entirely in musical terms, rather than at- 
ipting to evoke pictures or tell stories. “I regard music as a language that 
;ins where vocal language ends,” he told the authors. 

L. B. 

Scherzo from Symphony, Op. 20 

dominant Rhythmic element recurs in Mr. Creston’s music. Melodic, har- 
nic, and formal elements, he feels, have long been explored to the neglect 
further adventures in rhythm, though admittedly he strives to give equal 
ss to all factors. Thus, the first movement of his Symphony, Op. 20, 
died in sonata style, emphasizes form. The second, the Scherzo, stresses 
thm. The third, the Andante, exploits the resources of tone color. In the 
ale, Mr. Creston seeks to synthesize all elements, with the rhythmic 
dominant. He writes: 

he Scherzo is a contrast to both the vigorously majestic first movement and the 
nely calm movement following it. It is in 3/4 meter. Rhythm is the reigning 
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element, with overlapping and subdivisional patterns abounding throughout. The 
middle section is cast in lyric vein, but the rhythmic aspect of the movement is 
maintained in the alternating figure played by the cellos and basses. Fragments of 
the original theme are interspersed gradually, and finally the theme itself emerges 
and is developed to its conclusion. 

Completed in January, 1940, the symphony was premiered by the New York 
City Symphony, Fritz Mahler conducting, in February, 1941. Reviewing the 
novelty, Virgil Thomson hailed its “gusto and buoyancy,” observing that 
Mr. Creston’s “musical facility and technical command are more like what 
we import from Europe than like what we currently grow here.” Mr. Sto¬ 
kowski’s All American Youth Orchestra played the Scherzo several times 
on tour. 

L. B. 

Tone Poem, “Threnody” 

With Fritz Reiner conducting, Threnody had its world premiere at a 
• concert of the Pittsburgh Symphony on Dec. 2, 1938. Eugene Goossens added 
the work to the Cincinnati Symphony’s repertory on Jan. 3 and 4 1941 
conducting it again on July 1 at a concert of the New York Philharmonic- 
Symphony at the Lewisohn Stadium. Mr. Creston began work on it in 
February, 1938, completing it two months later. Although avowedly auto¬ 
biographical insofar as it grew out of a personal experience, Threnody should 
be considered on its merits as abstract music, according to the composer. The 
following analysis is from Mr. Creston’s pen: 

The introductory theme, played by muted strings alone at first and soon devel¬ 
oped into a minor climax with the addition of other instruments is the “spiritual” 
theme. It is in the style of harmonized Gregorian chant; its modality is quite free. 
After a short fermata, the second, or “human,” theme is presented by the violas, 
with flutes and sustained horns in the background. 

The melodic interval of a fourth, which characterizes this theme, becomes 
extended to a fifth, a sixth, and finally a seventh, as the intensity of the emotion 
increases, ultimately leading to a third section, a violent outburst, and the main 
climax of the composition. 

A gradual calming down leads to the second theme once more, this time played 
by violins and cellos, and so altered that only the general feeling of it is present. A 
s ort choral-like episode played by the brass choir alternating with the wood winds, 
brings back the first theme, also varied slightly from its original appearance. The 
composition comes to a quiet close with a solo flute and muted strings. 


L. B. 
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Concerto for Saxophone (E flat alto) and Orchestra 

I. Energetic. II. Meditative. III. Rhythmic. 

This work was commissioned by Cecil Leesun, for whom the composer had 
already written a Suite and a Sonata. I .ike the preceding works for that 
instrument, it is designed to demonstrate the capabilities of the K flat alto 
saxophone as a solo instrument. Wilhelm Steinberg led the premiere of this 
concerto at a New York Philharmonic-Symphony concert on fan. .17, I'HL 
Vincent J. Ahato was the saxophone soloist. 

The C'oneerto is in three movements: I. Energetic; II. Meditative*; HI. 
Rhythmic. The first movement opens with a vigorous orchestral introduction 
against short, interspersed, brilliant passages by the saxophone, leading to a 
lyric presentation of this first main theme by the orchestra, the saxophone 
playing an emfiellished version of it. The second theme is lightly thvthmiv in 
character with a subdivision^ rhythm in the accompaniment, These two 
themes are developed at some length, and the movement comes to an end 
wnh the main theme in augmentation played by the orchestra with hiilhant 
scale passages by the saxophone. 

The second movement utilizes the accompanying figure of the snood 
theme in the preceding movements, as an introductory section and also ,n 
the accompanying figure throughout the entire movement. A hole beyond 
the middle, logically though unexpectedly, a cadenza makes its appr.itatari a 
cadenza based on built the main dieme and the aaompanymg ftgutr of this 
movement . . , which leads to a tpiiet, meditative rotahtstott, 

I he final .movement is in -I -I meter, somewhat manhhke in tempo and 
scherzolike m feeling. As the second movement gUifies the tour ,,t the 
saxophone, this movement stresses the staccato (tongumg) and dtamaia 
capabilities of the immanent. True to its title “RhvthntK,"’ the ,r, : .nm- ,-P 
meat is rhythm in many phases: cross rhythms, sufahvistonal and uvi-ilanoing 
r lyt tins, all within the '(, *1 motet, I lie form is a modified rondo tut m, 


"Pastorale and Tarantella’ 


I f». 


This eoMmsmoN .s in the form of a prelude am! dance. The tx 

based on a rhythmic f.gtue presented by bassoons and ilatinr.s .hr bra 
measure, on which are supeiimposed during the movement, vaimus .rare-, 
f a «»«*«• »»cmr ftrst auuotmced by tfiree Hutes m jMtulIri t. N„ , |rw 
toes are introduced at any time, and the movement is teallv a continuous 
icvclopmeut of this single idea. 
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The Tarantella is in large ternary (A-B-A) form, with a short introduction 
(writes Mr. Creston). The A section is built on a ten-measure ground base 
first played by the contrabasses alone, on which are piled themes and instru¬ 
mental colors, developing .to a presentation of it chordally in the brass choir 
and finally rhythmically in the tympani alone. A bridge passage leads to the B 
section, light in character in contrast to the dramatic quality of the first sec¬ 
tion. The repetition of the A section is slightly shortened, and the piece is 
brought to a vigorous conclusion. 

Two of the theories as to the origin of the Tarantella are (1) that the dance 
movements were caused by the bite of the tarantula; (2) that the movements 
were a means of eliminating the poison injected by this type of spider. In 
either case, it is certain that the dance must have been a violent one , . * 
and this is the conception the composer has adhered to. The present-day 
social form of the Tarantella is a gay and light dance of marathonic length, 
usually becoming a test of endurance between dancers and musicians. 

Pastorale and Tarantella was completed in November, 1941, and was first 
performed by the NYA Symphony Orchestra under Dean Dixon, and later 
by the NBC Symphony Orchestra also under Dean Dixon. 


Claude Debussy 

BO**,: SAINT-CERMAIN-EN-LAYE, NEAR PARIS, AUG. 23, l86 2 . DIED: PARIS, MAR. 35, 1918. 

"Uten de trap": that is the artist’s motto. Instead of amalgamating the 
instruments for mass effects, he throws into relief their individuality 
or delicately grafts one timbre on to another, without anything of 
their true nature being spoiled. Li\e the Impressionist painters of 
those times, he paints with pure colors, with that delicate sobriety that 
spurns all harshness and ugliness.— Romain Rolland. 


Prelude to 'The Afternoon of a Faun” 


S’rlvTwr^ ! “° tial ? “ !p “; ° f and he “dl tendencies 

• ^ !, f h Thu * at the a S e o£ sixteen he is fou nd differing with his supe¬ 

riors at the Pans Conservatory on doctrinal matters. Yet he proved a brilli 

S«/L P W- t0 ?n PriX ^ R ° me Sk ^ kter With ** c “ 

L Enfant prodigue. Alfred Bruneau could say a scant two decades later, “One 

'V eardl Va ! n , y . “ th L e academic cantat a L’Enfant prodigue, of which the 
gentle Grnraud, his [Debussy’s] master, was so proud, for a trace of the tend- 

T^r n ° W f raV t Sh S ° me and $hock others ” The rebel > ^ seems, could 
riew to the lme of tradition and authority when he was so moved 

He never completed his course at the Villa Medici in Rome, returning to 
Paris, which, like the rest of the musical world, was then at the feet of 
Richard Wagner. But Debussy capitulated to the siren beckonings of a group 
of painters known as the “Impressionists,” also rebels who strained at the 
leash of dogma. They were headed by Edouard Manet, whose researches 
pursued the theory of the effect on color by light and atmosphere. To a mind 
an an imagination as sensitive as Debussy’s, these were provocative advance¬ 
ments. He consorted with the proponents of the theories, and he became 
intimately conversant with their work. Then, turning to the writers and 
poets Stephane Mallarme, Pierre Louys, Paul Verlaine, and Andre Gide, the 
Symbolists,” he found further stimulation. The barely recognizable ideas 
began to take shape. It was during his spiritual apprenticeship with the 
Symbolists that he composed his Ariettes OubUSes, and here was revealed for 
trie first time the Debussy of the Ister ye<irs. 

Is it any, wonder, then, that he was drawn to Mallarme’s “The Afternoon 
o£ a Faun, a bne£ P astora l poem, whose sensuous, “ingenious couplings of 
syllables and subtle associations of timbres” provided a quasi-music in the 
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very sounds of the lines? He began the task of changing into music this 
“euphonic putting together of words” and finished it in 1894. 

The Prelude to The Afternoon of a Faun obtained its initial performance 
on Dec. 23, 1894, under the auspices of the National Society of Music, Paris, 
Gustave Doret conducted. A second performance was given at a Colonne 
Concert, also in Paris, on Oct. 20, 1895. The piece made its American bow in 
Boston on Apr. 1, 1902. Walter Damrosch and the New York Symphony 
Orchestra introduced it to local audiences on Nov. 12, 1905. 

The idea for the ballet based on the Mallarme-Debussy collaboration has 
been ascribed variously to Serge Diaghileff, Leon Bakst, and Vaslav Nijinsky, 
However, Romola Nijinsky claims prior right for her husband. Nevertheless, 
it was given first at the Theatre du Chatelet, Paris, on May 29, 1912, with a 
choreography by Nijinsky and scenery and costumes by Bakst. Diaghileff, of 
course, was the producer, and the Faun was embodied by the world-renowned 
dancer. The premiere proved a succes de scandale, owing chiefly to the 
Faun’s amorous behavior with the scarf.” Audiences at subsequent perform¬ 
ances, though, showed that they could take that bright particular bit of the 
choreography in stride. Today the ballet is one of the most popular in the 
repertory, and America, too, has succumbed completely to its fascination. 

R. C. B. 


La Mer ( The Sea ’): Three Symphonic Sketches 

The three movements of La Mer^ were originally entitled, I. “Mer belle aux 
Sanguinaires” (“Fair sea at lies Sanguinaires”), II. “Jeux de vagues” 
( Play of the waves”), and III. “Le vent fait danser la mer” (“The wind 
makes the sea dance”). Debussy later changed the first to “De l’aube a midi 
sur la mer ( From dawn to noon at sea”) and the third to “Dialogue du vent 
et e a mer ( xalogue of the wind and the sea”). An interesting sidelight 
on the change of the first section’s tide is the fact that the lies Sanguinaires, 
little islands m the gulf of Ajaccio, had never been seen by Debussy, logically 
enough, since he had never been to Corsica. 

mTl’m. 1S , r 'n t ' d j° 5' first ”“Mion of this composition appeared 

Messagcr’ ' P '' 12> 19 ° 3 ' °" *' same ^ h « An.irf 

You may not know that I was destined for a sailor’s life and that it was onlv 
quite by chance that fate led me in another direction. But I have a wavT heS n 

” , -, Y0U th ' 4® ™ “ •! 

IW ,.3° “ S “S*' b ' “"40 landscapes; I« 

*■ ^ s; £ o”rSe“i“ g r ,tey ~ w “ ,h "° re 
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Debussy remembered those days as a boy of seven which he spent at Cannes, 
here he fell victim to the spell of the Mediterranean. During later years he 
often went to ocean resorts, and he expressed time and again his sentiments 
concerning his “old friend, the sea, always innumerable and beautiful ” His 

V T gC ! ° £ tW ° Crossin S s o£ the English Channel. 

Because he claimed that the sight of the sea itself fascinated him to such a 

degree that it paralyzed his creative faculties”—according to one report— 
Debussy composed most of La Mer away from the seashore. Actually, most of 
t was done in Pans, though he finished it at Eastbourne, England, a smart 
watering place. Mer was given its first performance at the Concerts 
Lamoureux in Paris, on Oct. 15, 1905, Camille Chevillard conducting. 

The summer of 1904 had proved an eventful period in his life. He left his 

rfh M P for , E “ ma B f dac > wife of a noted financier and former mistress of 
Gabriel Fame. One of the results of this maneuver was Lily’s attempted suicide. 

e wounded herself seriously in the region of the heart, and immediately 
Pam raged with the scandal. He had been bought, it was said, by a rich woman 
But Debussy had known her intimately almost from the day of his marriage 
o Lily. More than once he had given thought to breaking relations with his 
wife and becoming united to this woman of the world, who was also a brilliant 
conversationalist and a gifted singer. The sound of Lily’s voice had “made his 

blood run cold The comforts which were Mme. Bardac’s to give could prove 
the thawing influence. r 

Nevertheless these events had not been forgotten when the new work 
obtained its world premiere the following year. Laloy wrote, “Prudish indigna- 
lon a not yet een appeased, and on all sides people were ready to make the 
artist pay dearly for die wrongs that were imputed to the man.” The press 
offered, as the press will, widely divergent opinions concerning La Mer, though 
j, e , Sc 0 ars ’ journalistic and otherwise, could make allowances for 
ohevillards heavy conducting. But the controversy flourished, even after per¬ 
formances conducted by Debussy himself. At one of the Concerts Colonne 
mder die composer’s direction, the friends and enemies went to it full tilt. 
There were cries of “bravo” and cries of contempt. The end of the number was 
he signal for a demonstration that lasted for ten minutes. Hostilities broke out 
igam during Jacques Thibaud’s performance of the Bach Chaconne, which 
ollowed La Mer. The noted violinist was forced to stop in the middle of his 

ame Pretatl ° n ^ t0 ^ ^ armistice ’ wllicll > one supposes, eventually 


^ Some of the expressions recorded in the press of the time are worth noting, 
lerre Lalo, son of the composer Edouard Lalo, observed acidulously in 

^ 1 empS ’ ? ,f either hear > nor see > nor feel the sea.” And Gaston Carraud 
mote in La Liberty, “It is certainly genuine Debussy—that is to say, the most 
l lvidual, the most precious, and the most subde expression of our art—but 
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it almost suggests the possibility that some day we may have an Americanizec 
Debussy.” 

The unqualified praise came from such quarters as Louis Laloy and M. D 
Calvocoressi. The former said, “Without in any way abandoning this delicate 
sensitiveness (creating delightful impressionistic pictures out of atmospheric 
vibrations) which is perhaps unequaled in the world of art, his style has today 
become concise, decided, positive, complete, in a word, classical.” The latter 
greeted a new phase in M. Debussy’s evolution; the inspiration is more robust, 
the colors are stronger, the lines more definite.” 

Debussy’s program for his richly imaginative, exotically colored, and deli¬ 
cately nuanced creation consists of no more than the titles for the three sections. 
In this, as in other works of his, he shuns the well-worn paths of traditional 
form, devising, instead, forms and architectures of his own. Yet La Mer 
possesses certain aspects of the cyclic scheme in that it carries fragments of 
themes heard in the first section into the concluding pages of the third. 

R. c. B. 


Two Nocturnes: "Nuages” ("Clouds”), "Fetes” ("Festi¬ 
vals”) 

The Nocturnes consist, properly, of three sections, “Nuages,” “Fetes,” and 

Sirenes. In the last, the orchestra is complemented by a chorus of women's 
voices. The Nocturnes were mostly written during 1898, and they were pub¬ 
lished in the following year. Camille Chevillard conducted the premiere of 
“Nuages” and “Fetes” at a Paris Lamoureux concert on Dec. 9, 1900. The 
complete set obtained its premiere at another Lamoureux concert on Oct 27 
1901. ' 1 

Debussy himself wrote an explanation of the triptych: 

The tide Nocturnes is to be interpreted here in a general and, more particu¬ 
larly, in a decorative sense. Therefore, it is not meant to designate the usual form 
of a nocturne, but rather all the impressions and the special effects of light that the 
word suggests. 

“Nuages” renders the immutable aspect of the sky and the slow, solemn mo- 
do^ 1 c ^ ouc k’ fading away in gray tones slighdy tinged with white. 

Fetes gives us the vibrating, dancing rhythm of the atmosphere with sudden 
ashes of light. There is also the episode of the procession (a dazzling fantastic 
vision) which passes through the festive scene and becomes merged in it. But the 
background remains persistently the same: the festival with its blending of music 
and luminous dust participating in the rhythm. 
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Nuages is scored for two flutes, two oboes, English horn, two clarinets, 
three bassoons, four horns, kettledrums, harp, and strings. “Fetes” calls for 
three flutes, two oboes, English horn, two clarinets, three bassoons, four horns, 
three trumpets, three trombones, bass tuba, two harps, a set of three kettle¬ 
drums, cymbals, snare drum (in the distance), and strings. 

K. O. B. 


"Iberia”: "Images pour Orchestre,” No. 2 

I. “Par les rues et par les chemins” (“In the Streets and Byways”). II. “Les 
parfums de la nuit” (“The Fragrance of the Night”). III. “Le matin dun 
jour de fete” (“The Morning of a Festival Day”). 

Debussy s set of Images for Orchestra are an impressionist’s three-power pact, 
with England represented by Gigues (No. 1), Spain by Iberia (No. 2), and 
France by Rondes. de printempts (No. 3). The story of their composition 
follows a zigzag line from 1905 to 1911. In a letter to his publisher Jacques 
E)urand, Debussy plainly indicates the Images were originally planned for two 
pianos. But the material expanded, impressions multiplied, and Debussy soon 
found the intended medium inadequate for his wider vision. The pieces were 
to be ready by July 1, 1906, but the final touches were not applied till 1911. A 
rough draft of the Iberia score bears the date Dec. 25, 1908. 

. deIa y 1S P art ly explained by Debussy in a letter containing a surprising 
fling abusers of the word “impressionism,” a term inextricably linked with his 
fame:. I am trying to achieve something different —an effect of reality —what 
some imbeciles call impressionism, a term that is utterly misapplied, especially 
by the critics.” From Puys, near Dieppe, on Aug. 8, 1906, he wrote that he was 
plagued by the problem of deciding which of three equally effective finales he 
should adopt for IbAria. “Shall I toss up a coin,” he muses, “or shall I await a 
fourth solution?” 

Curiously enough, though seeking an “effect of reality” in depicting Spain, 
Debussy had spent no more than a few hours in the country, having once 
crossed the border to attend a bullfight in San Sebastian. Beyond that he knew 
Spain the way most of us do, from books, hearsay, pictures, and music. Yet, 
no less an authority than Manuel de Falla, to whom the country was an open 
songbook, promptly praised the authentic ring of Iberia, and the critic 
Boutarel flatly stated that the audience was actually “in Spain” while the music 
unfolded. Debussy could carry his listeners over the frontier on the magic 
carpet of his imagination. What he did not hear or see or smell he divined.' 

To de Falla this music evoking “the intoxicating spell of Andalusian nights,” 
picturing jubilant crowds dancing to guitars and badurras, and mirroring 
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Spain’s rich contrasts o£ sunlight and shadow, was a glowing manifesto W 
native Spanish composers infinitely closer to their country’s flashing hues and 
rhythms. Iberia , he felt, ideally exemplified the art of utilizing “merely th* 
fundamental elements of popular music, instead of following the usual method 
of employing authentic folk songs." Debussy’s was “better and truer" Spanish 
music, he conceded, than that of many Spanish contemporaries. He went so fa? 
as to credit Debussy with an influence on Albeniz’ own Iberian tone picture. 
But there his chronology is faulty, for the record shows that the influence, if f 
existed at all, operated the other way. Leon Valias points out that Debussy wu* 
familiar with at least the first section of his Spanish colleague’s Ibiria , published 
in 1906, while working on one of his own. The French composer enjoyed 
playing Albeniz’ brilliant pictures of Spanish life on the piano and single: 
them out for special praise in his written criticism. Valias accepted de Falla': 
theory as “very flattering to Debussy" but regretfully concluded that “it wa: 
Debussy who came under the influence of Alb6niz.” 

Iberia was first performed in Paris on Feb. 20, 1910, at the third of fair 
Concerts de Musique Fran^aise organized by Durand. Gabriel Fierne cor 
ducted. Pierne had earlier complained about the hardship Debussy’s scor? 
imposed on orchestra and conductor alike. “I have seen Piern^,” Debussy wrote 
“I think he exaggerates the difficulties of a performance of IbiriaP 

To the program annotator who sought material for the premiere note b 
remarked impatiently: “It is useless to ask me for anecdotes about this work 
there is no story attached to it, and I depend on the music alone to arouse tit: 
interest of the public.” Yet, wh?n the Rondes de PrinUmps section of Image 
was performed on Mar. 2, the annotator, Charles Malherbe, allegedly a: 
Debussy’s suggestion, stated significantly, “These are real pictures in which th? 
composer has endeavored to convey, aurally, impressions received by the eye 
He attempts to blend the two forms of sensation, in order to intensify them, 5 
Naturally the “impressions received by the eye” applied here to the French 
countryside. In the case of Iberia any such optical stimuli would have ken 
limited to brief glimpses of the Plaza de Toros at San Sebasti&n. 

At its world premiere, Ibiria aroused marked enthusiasm. Debussy devotees 
stormily demanded an immediate repetition. Piern^ was on the point of com¬ 
plying, when the opposing camp set up a howl of protest. Ibiria was not en- 
cored. Critical reaction varied. Some writers, among them Jean Chantavoine, 
felt Debussy had let his constituents down after the high hopes inspired In 
Pelleas et Milisande. M. Chantavoine, writing in the Revue Hebdomadm, 
phrased his disappointment obliquely: “It was high time for M. Debussy to 
give those who admire his talents or genius an opportunity of agreeing with 
those who do not. Others charged Debussy with imitating his imitators, 
Gaston Carraud, critic of Liberti, for example, reproached Debussy for “taking 
back out of the hands of his successors his own processes after they have tic* 
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graded them.” Like them, he complained, Debussy was putting more brains 
• than emotion in his music! 

To Alfred Bruneau, composer of L’Attaque du Moulin, went the distinction 
o penning the notice that has become the general verdict of subsequent writers 
and concertgoers: 


These delicate Spanish sketches bear no resemblance to the bold canvases of 

^f 1Z “ d Chabner - °ne recognizes M. Debussy’s personality in the smallest 

that an^t 7 T'T D ° ° f vlolence or roughness, in spite of the lively gaiety 

rnWi t if fi - St and , ast sections - They are delightfully poetic, exquisite in 
coloring, full of fascinating charm and marvellous artistry. 

L. B. 


"Fantaisie for Piano and Orchestra” 

I. Andante ma non troppo. Allegro giusto. II. Lento c molto espressivo. 

Allegro molto. 

Wriiten during 1889-1890, as part of the composer’s work in connection with 
is Prix de Rome duties, the Fantaisie for Piano and Orchestra was never 
performed during Debussy’s lifetime—by his express order. It was published, 
as a matter or fact, two years after his death. 

Debussy, then a young man of twenty-nine or thirty, might have been 
expected to cheer over a performance of the piece that had been scheduled by 
e Societe Nationale. However, he found many faults with it and one fine day, 
ter a rehearsal, he calmly went from music stand to music stand, collecting 
the parts. He then notified the authorities that he had withdrawn his work 
giving the excuse that certain sections of it required revising. 

Alfred Cortot, writing about this particular composition, has had this to say: 

While admitting Debussy’s reserve with regard to certain weaknesses of orchestral 
realisation and that not only in the finale—in regretting, even, a defect of pro¬ 
portion which cuts short the last, as well as the recapitulation and the coda' of the 
lirst movement, there remains, all the same, the fact that the Fantaisie is a work 
.containing more than the promise of a student. ... The freshness and simplicity 
of the ideas of the first movement, the dreamy and tender melancholy of the slow 
movement, the mysterious transition which links it to the finale and the decision of 
character, which, m this movement, underlies the rhythmic modifications of the 
mitial theme, all this belongs to a musician sure of himself, in possession of his 
personal expression, if not yet absolute master of his business. 

t T* 1 ' z f antaisie ^ dedicated to Rene Chansarel. It consists of two main parts: 
I. Andante ma non troppo, which ushers in an Allegro giusto; and II. Lento 
rnolto espressivo, which leads into an Allegro molto. The orchestral score calls 
tor three flutes (third interchangeable with piccolo), two oboes, English horn, 
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two clarinets, two bassoons, four horns, three trumpets, kettledrums, cymbals, 
two harps, and strings. 

Debussy’s abbreviated stay at the Villa Medici, in Rome, was anything but 
a happy experience for him. In the first place, he found it difficult to meet the 
Prix de Rome requirements, though he was more than eager to prove his 
interest and application by working hard at his tasks. He sent the first of the 
“required” compositions, Zuleima, a fragment of a lyric drama, set to a text by 
Georges Boyer, who had based it on Heine’s Almanzor. 

The Academie’s answer was no less than a stern rebuke, expressing complete 
displeasure with the composition. The official report went, “M. Debussy seems 
today to be tormented with a desire to be bizarre, incomprehensible, unper- 
formable.” 

The second “required” offering, the symphonic suite Printemps, inspired by 
Botticelli’s painting Primavera, also earned the Academie’s hearty disapproval. 
It was described as having “a pronounced tendency—too pronounced—to ex¬ 
ploit that which is strange.” The composer was admonished to steer away from 
“the vague impressionism that is one of the most dangerous enemies of truth 
in art.” 

The other pieces he submitted—completing his Prix de Rome assignment— 
were La Demoiselle Slue , and the Fantaisie, neither of which, however, was 
written in Rome, for by the time Debussy came around to those, he had already 
taken French leave from Italian soil. They were composed in Paris. 


R. C. B. 

"Sarabande” 

[Transcribed for orchestra by Maurice Ravel ] 

Early in 1923, Ravel orchestrated two of Debussy’s piano pieces for Serge 
Koussevitzky, who introduced them at a concert in Paris in May. One of them, 
Danse, composed in 1890, stemmed from Debussy’s youth, before his impres¬ 
sionist style had begun to mature. 

The second, Sarabande, composed in 1901, marked a long stride forward in 
expressive mastery and belonged to the period of PellSas et MSlisande and The 
Afternoon of a Faun. It was one of three pieces published that year under the 
title, Pour le piano . In the same archaic frame the remaining two were called 
PrSlude and Toccata. Together they represented a conscious effort at blending 
classical form and modernist nuance. Suggestions of Bach filter through the 
PrSlude. The Toccata hints strongly of Domenico Scarlatti. In the Sarabande 
Debussy recalls the French suite, and if any names are evoked they are Rameau 
and Couperin, though his own is implicit in the whole scheme. Using free 
harmonization, Debussy modified the outmoded forms, tinging them with his 
own growing ideas of color. Analogies with Erik Satie’s Sarabandes, which also 
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reshape classic contours to new expressive ends, have been noted. It is interesting 
to learn that Ravel scandalized fellow students in Pessard’s harmony class at 
the Conservatory by playing Satie’s Sarabandes and Gymnopedies during the 
instructor’s absence one day. 

Like Debussy and Satie before him, Ravel delighted in utilizing older forms. 
He strove to infuse fresh life into them and welcomed co-workers in the field. 
One has only to recall such tides as Prelude, Menuet , Rigaudon, and Paveme 
among his works. The difference between the two men is that Ravel constantly 
returned to the eighteenth century for refreshment in clarity and precision, 
whereas for Debussy it was only a stage along his path to subtler vistas of. 
■ expression. 

They had much in common in exploring the resources of the piano and 
seeking novel devices. They used similar titles and often the same unusual 
scales. They both found inspiration in Spain and the Orient, and both were 
pagan in outlook. But Debussy’s idiom remained personal, intense, sensuous, 
and atmospheric, while Ravel’s dazzled through icy glitter and fierce logic, 
with frequent flashes of. keen satire and irony. Impressionism with Debussy 
was a way of thinking and feeling. The medium went hand in hand with the 
need. For Ravel it was one of many mediums to scrutinize coolly and cultivate 
at leisure. That these two styles, divergent in aim, could best unite over a 
Sarabande was but natural. It is worth recalling that before their respective 
styles drew them apart, they had been close colleagues and often played 
Mozart’s piano music for four hands together. 

Ricardo Vines, widely recognized as an authentic Debussy interpreter, first 
played Pour le piano at the Societe Nationale, Paris, on Jan. 11, 1902. The set 
won instant acclaim, and the Toccata was encored. Oscar Thompson points 
out in his book on Debussy that when Sarabaytde originally appeared in slightly 
different form in the magazine Grand Journal de Lundi, the indication read, 
“rather like an old picture, or a memory of the Louvre.” 

Sarabande uses sevenths and ninths in what was a daring succession for the 
time, Mr. Thompson remarks, “though the effect for modern ears is both grave 
and slightly archaic.” The melody he describes as one of Debussy’s “most 
serene” and, because of the effect achieved by the reproduction of a chord on 
different degrees of the scale, calls the piece “one of the works that have come 
to be styled "impressionistic.”’ 

Marked “Avec une elegance grave et lente” (C sharp minor, 3/4), Sarabande 
is scored, in Ravel’s transcription, for two flutes, oboe, English horn, two 
clarinets, two bassoons, two horns, one trumpet, cymbals, tam-tam, harp, and 
strings. 


L. B. 



Frederick Delius 


BORN! BRADFORD, ENGLAND, JAN. 2 9 , 1862. DIED: GREZ-SUR-LOING, FRANCE, J UNE 10, 1934. 

As Beethoven is the morning and Wagner the high mum , so l>thus 
is the sunset of that great period of music which is tailed homantk ,. 

—Philip Heseltine. 


Intermezzo "The Walk to the Paradise Garden,” from the 
Opera "A Village Romeo and Juliet” 

Based on Gottfried Keller’s poignant story, Romeo utul Julia oaf Jem l)orfe p 
Delius’ “music drama” in a prologue and three acts, was premiered at the 
Berlin Komische Oper in 1907. A previous opera Koanga was also first pro- 
duced in Germany in 1904, and as early as 1897 an overture fantasy Over the 
Hills and Far Away was conducted by Dr. Hayra at Klberfcld. Hirer years 
after its German premiere, A Village Romeo and Juliet was produced at (uvrnt 
Garden, London, though it was not until 1920 that a revival in the same theater 
brought a more appreciative response from a public previously e*»4 in l)rtius* 
operatic style. 

The setting of the Keller-Delius tragedy is a German village in the iimrfmnti 
century. A deadly feud, in the Shakespearean tradition of the M*»uugucs and 
Capulets, exists between two families, further embittered by the I my Suit's 
falling in love with Vrenchen, daughter of his fathers enemy, Enable u* 4 op 
with the situation, the lovers elope. On the road they meet a symbolic figure, 
the Dark Fiddler, who tries to lure them into a life of sin and g.ithm a band 
of revelers about him. Sali and Vrenchen resist and resolve to rtid their wars 
in a suicide pact. Sali leads Vrenchen to a river barge. As they bouid if Salt 
pulls a plug out of the barge, and the river soon closes over them. 

The Intermezzo depicts the reverielike mood of the young lovers ttt the 
“Paradise Garden” of a village fair, where they stop first tin flint elopement. 
A dreamy melody, prefaced by soft harmonies, is inhered in h\ the irltoN and 
taken up by the oboe. The tranquil atmosphere continues through a develop- 
ment section, climaxed by a powerful outburst from the win4c ouhryfu, after 
which the music calms down again and sinks quietly to test, 

Delius was a long time coming into his own in England, hut by 1**29 
Sir Thomas Beecham was directing a Delius Festival m ulm h no Jrv* than 
six full-length programs were devoted to his music. In Ins Smtn of Contem¬ 
porary Music, Cecil Gray, one of England’s leading sphcsoiru lot nrw music, 
writes eloquently of the vein of melancholy and nostalgia in tits 1 otitm ynun’s 
work: 5 
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Although Delius outlook is always intensely personal, his art is never in any way 
autobiographic like that of most romantic artists. . . . The tender melancholy of 
so much of his music conveys a sense of detachment; it is the emotion which is felt 
by the spectator rather than by the actor in the tragedy. ... He seems always to 

stand outside and above his own creation, like the chorus in Greek tragedy_ 

sympathetic, understanding, but always aloof and impersonal. 

The music of Delius belongs essentially to the same phase of romanticism as the 
art of Flaubert, Gauguin, Verlaine, and Baudelaire. They are all alike possessed by 
the nostalgia of the infinite and the unappeasable longing for an impossible bliss. 

L. B. 

"Paris, A Night Piece” ("The Song of a Great City”) 

Delius’ symphonic tribute grew out of a long sojourn in Paris, where he 
occupied an apartment in the Latin Quarter, wrote prolifically, and lived 
probably the serenest and happiest period of his life. His stay ended in 1896, 
so his Song of a Great City, composed in 1899, was something of a flashback to 
those happy days. One has only to recall the hardships of his early career and 
the recurring physical pain and total blindness of the last years to realize what 
the quiet Parisian interlude must have meant to this intensely subjective artist. 

Delius left no clue to the emotional or dramatic sequence of the sketch, apart 
from his own impressionist technic and idiom, which ought to suffice. However, 
three writers long associated with him rendered explanatory notes. R. A. 
Streatfield, a close friend and devotee, wrote: 

Paris is a musical picture of the composer’s impressions of the great city by night. 

It is no mere exercise in musical realism, though it displays a keen sense of pictorial 
effect. Rather it is a personal record of the feelings engendered by the contemplation 
of the sleeping city. It is a study of effects rather than of causes, and in this is a 
peculiarly characteristic example of Delius’ attitude toward music, and of his 
employment of its resources. 

In strictly rhapsodic vein is the German effusion of Max Chop, who 
illuminated Paris in a series of monographs on contemporary composers, 
published in Leipzig in 1907: 

Enigmatic city! thou that slumberest when busy people press forward toward 
work and happiness, and awakest when the soft twilight colors all things with 
mystery. City of joy, of strange feelings, of loud music and of women, beautiful 
and rouged. City of mysteries! Unveiled only to him who, shunning the day, 
turns homeward only when the wan blue light of dawn appears, and who smiles 
in slumberland when the streets are awakened by the gray lights of mom. 

Herr Chop s glowing apostrophe would seem to apply more to Charpentier’s 
vision of street life in the opera Louise . As for Charpentier, Philip Heseltine, 
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in 1923, gratuitously thwacks the French composer as a “vulgarian” in con¬ 
trasting his tone picture with that of his friend. He says: 

There is no program to the work, nor is there any portrayal—scarcely indeed 
more than a suggestion of external things. For Delius, Paris is not so much the 
capital city of France as a corner of his own soul, a chapter of his own Memoirs. 
The superficialities of La Vie Parisienne have been dealt with by Offenbach the 
trifler and Charpentier the vulgarian, with whom Delius would disdain compe¬ 
tition. % 

Freely constructed, the work shifts repeatedly in tempo and mood. It begins 
with an Adagio passage in D major, 6/8, featuring a solo theme for oboe, and 
ends quietly, after a prestissimo, with the oboe recalling the same melody. 
Embedded in the scheme are several Parisian street cries. Charpentier, inci¬ 
dentally, worked several of these Parisian motifs into the symphonic fabric of 
Louise . Delius, however, did not hear the opera till after he had penned his 
own impressions, so the idea was not borrowed. 

Dedicated to Dr. Hans Haym, who conducted the world premiere with the 
Municipal Orchestral of Elberfeld, Germany, in 1900, Paris was first performed 
in America at a concert of the Boston Symphony Orchestra on Nov. 26, 1906. 
Max Fiedler conducted. 

L. B. 


"A Song of Summer 5 ' 

The Song of Summer belongs with a group of seven works written by Delius 
during the total blindness and partial paralysis that set in late in 1924. No 
music came from his pen for at least four years. He lived in his beautiful villa 
at Grez-sur-Loing, near Fontainebleau, devotedly nursed by his wife, and 
visited from time to time by friends and devotees. 

The music world expected no further activity from him. Then, in 1928, the 
silence was broken. Delius’ creative muse was busy again. In the few years 
remaining he extended his already huge output with a Fantastic Dance 
(orchestra), the Irmelin prelude (orchestra), A Caprice and Elegy (cello and 
chamber orchestra), a violin and piano sonata, Songs of Farewell (double choir 
and orchestra), and Idyll (soprano, baritone, and orchestra). 

Delius and English music owed it all to a gifted young composer and 
organist from Yorkshire named Eric Fenby. An admirer of Delius’ music, the 
twenty-three-year-old musician wrote to Grez offering the composer his services 
as musical and literary secretary. Fenby felt sure a system of dictation could be 
devised whereby Delius could continue composing without undue strain. 
Delius agreed to try it out, though he long regarded the plan as futile. 

Fenby was duly installed at Grez in October, 1928, and remained with the 
composer to the end. After some discouraging trials, the blind man and his 
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amanuensis developed a working system of composition that brought results. 
Delius even managed to dictate some important articles, among them one on 
Romanticism in Music.” 

A Song of Summer was the first product of this method. Its genesis traces 
back to an earlier work of Delius’, A Poem of Love and Life , the manuscript 
of which was long regarded as lost. Actually Delius had discarded it as of 
negligible worth, though it remained in its filing cabinet for future revision. 

As a first experiment he asked Fenby one day to transcribe the piece for two 
pianos, explaining that he wanted to hear whether anything in it was worth 
preserving. His friend Balfour Gardiner had already done some work on it. 
Fenby read through the score and was “hopelessly disappointed,” as he tells in 
his book. Delius As I Ktiew Hitn. 

“I trembled to think what I would say should he ask me for my opinion on 
that symphonic poem!” Fenby writes. 

The secretary discussed it first with Mrs. Delius, who advised him to be 
perfectly frank with the master. “You must forget your youth,” she said, “and 
stand up to him. I will always stand by you!” 

As a rule Delius resented adverse opinions of his music and had been known 
to flail back pitilessly at carping critics. Fenby did not know this and admits 
he never would have worked up enough courage had he been so warned. Well 
the Yorkshire youth criticized the work “fearlessly,” as he says, and, surpris- 
mgly, Debus, after wincing a bit, took it in good part. 

Look here, Fenby,” he said, “I’ve got an idea. Select all the good material, 
develop it, and make a piece out of it yourself. Now take your time; never 
hurry your work, whatever you do.” 

„ Fenb y fin i s hed the job in short order and played some of it for Delius. 
Good, good, good, Fenby,” said the composer. 

“I can work with you. You are a natural musician. You’ve got the sense of 
my ideas in the most wonderful way. It seems almost uncanny. You have 
awakened my interest again, and now that you have shown me what you can 
do, it has set my mind working to see what I can make of it.” 

A few weeks later Delius began remolding the “good” material salvaged 
from A Poem of Love and Life for a new composition. This eventually became 
A Song of Summer, premiered on Sept. 17, 1931, by Sir Henry Wood in the 
BBC season of Promenade Concerts. 

Fenby narrates how Delius one day decided to write an entirely new op ening 
for the orchestral work. Delius was sitting in his carriage under an elder tree 
waiting for his secretarial “notator” to take it down. 

Eric, is that you? asked Delius, when he heard footsteps on the garden 
path. ° 

“Bring your score paper and sit beside me.” Fenby did so. 
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“I want you to imagine that we are sitting on the cliffs in the heather lookinj 
out over the seasaid Delius. 

“The sustained chords in the high strings suggest the clear sky and lb 
stillness and calmness of the scene, 7/4 in a bar (four and three); divider 
strings, chord of D major—A, D, F sharp, doubled at the octave* lowest imt\ 
in the A string of the violas. 

“Dovetail the violin parts (F sharp and D), (A and F sharp)* and mark thi 
score lento molto and each voice pianissimo. Hold the chords two bars. * . 7 

At another point Delius inquired: “You remember that figure that comes if 
the violins when the music becomes more animated?" 1 The sightless composes 
sang it to Fenby. “I’m introducing it here to suggest the gentle rise ami tall oi 
the waves.” 

Again, Delius, with sung illustration: “The ti, er figure, is the same value as 
the one that comes in that solo oboe passage later on.” 

Fenby: “Is that ti, er in the flute G natural, Delius?” 

Delius: “Yes, that flute suggests a seagull gliding by. Now put a horn call 
on the fourth beat of the last bar.” 

Delius was anything but calm and collected during this creative groping in 
the dark, according to Fenby. 

“He could not keep still,” he says, “but would wriggle about in his armchair* 
gesticulate wildly with his hands . , . until, bathed in jxrspuvtf ton* hr amid 
go on no longer. Then he would be carried away exhausted.” 

One day Delius woke up from m afternoon nap and screamed out ut Ins 
wife: “Jelka, I can see my hands!” It was only an illusion. 

ju ». 





Norman Dello Joio 

born: NEW YORK, JAN. 24, 1913. 

Music is in a state of decline. This state reflects the world’s confusion 
which has no recognizable future. As a composer, I believe that the 
creative arts as well as all branches of learning should serve as an 
instrument for a moral and spiritual renascence. Unless this challenge 
is met now, man’s hope for freedom and liberation from fear shall 
always be an illusion.— Norman Dello Joio. 


Ricercari for Piano and Orchestra 

I. Allegretto giocoso. II. Adagio. III. Allegro vivo. 

The Ricercari for Piano and Orchestra do not follow *the traditional fugal 
orm of the type of composition developed in the sixteenth and seventeenth 
centuries and known by that name. They preserve, however, one very char¬ 
acteristic trait viz the development of a germinal idea in fantasia form. 
Although each of the three movements (Allegretto giocoso, Adagio, and 
Allegro vivo) develops in all directions, i.e„ harmonically, melodically, and 
rhythmically, it is a harmonic feature (the chord F sharp, G, B natural D) 
that provides the musical stimulus for the first movement. The second evolves 
on a melodic idea (a seven-measure period played by a solo clarinet). The last 
movement exploits a rhythmical pattern. 

The role of the piano, throughout is that of a very definite solo instrument 
which is intimately associated with the development of the work. A cadenza- 
like passage for the piano in the first movement behaves as a liaison agency for 
the return to the main idea. 6 7 

Mr. Dello Joio had in mind, while working on this composition, a sort of 
twentieth-century Scarlatti style, one not overly complex in its contrapuntal 
texture. The Ricercari for Piano and Orchestra are dedicated to Felix Greissle. 

The score calls for two flutes, piccolo, two oboes, two clarinets, two bassoons, 
four horns, three trumpets, three trombones, tuba, tympani, cymbals, and 
strings. George Szell conducted the premiere of the Ricercari at a Philharmonic- 

*2?“* C ° nCert m CamCgie Hdl 0n Dec ' 19 ’ 1946 ‘ The composer was the 

Norman Dello Joio stems from a long line of Italian musicians. His father 
Casimir, an organist and composer, was his first teacher. Mr. Dello Joio con- 
tinued his musical training with his godfather Pietro Yon, then organist at 
St. Patrick’s .Cathedral in New York. 6 
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At the age of nineteen, Mr. Dello Joio entered the Institute ot Musical Art 
in New York where he studied piano and organ with Gaston Dcthter, While 
there he found that his greatest interest lay in composition, 1 his talent was 
recognized almost immediately, and he was awarded the Kli/abeth Sprague 
Coolidge Award for his Piano Trio. He was later given a fellowship to the 
Juilliard Graduate School where he studied composition with Barnard Wage* 
naar. In the summers of 1940 and 1941 he entered the Berkshire Music (Voter 
where he studied with Paul Hindemith. During the intervening winter he 
continued with Hindemith at the Yale School of Music. 

In 1942 Mr. Dello Joio won the Town Hall Composition A wan! for his 
orchestral work Magnificat and has since won two successive C Uiggeuheim 
Fellowships (1944-1945, 1945-1946). In 1946 he received a $1,000 grant from the 
American Academy of Arts and Letters. 

Mr. Dello Joio started his professional career assisting his father as church 
organist. He soon held positions in his own right us organist and choirmaster 
in many New York churches. From 1941 to FH3, he was Musical I Sector of 
the ballet company # “Dance Players.” At the present time he is teaching 
composition at Sarah Lawrence College in Bronxville, N. Y, 

His major orchestral works include Symphony for Voices and C hvltcwra 
(set to “Western Star” by Stephen Vincent Benet); Comm Mu 4c (tone poem 
for full orchestra); Magnificat , for Orchestra; (Vmeerfo for Two lhanm and 
Orchestra; Concerto for Harp and Orchestra; Concertino for Mute and Siting 
Orchestra; Concertino for Piano and Orchestra. 

Among his many works for chorus are The Mystic Trumpeter* 4 fnNhmt 
Song, and Madrigals . He wrote the score to the ballet (in Shn\eU pet formed 
extensively in the United States and abroad. lie lias also dour mtturrous pines 
in the field of chamber music and piano solo. 


ic ft, 


David Diamond 


BORN: ROCHESTER, N. Y., JULY 9, 1915. 

My emotional life and reactions to certain events and situations have 
worked hand in hand with purely abstract musical conception and 
manipulation of material, and it was always the material that re¬ 
mained foremostly important to me in my wording stages.— David 
Diamond. 


Symphony No. 2 


I. Adagio funebre. II. Allegro vivo. III. Andante espressivo, 
IV. Allegro vigoroso. 


quasi adagio. 


EGUN early in 1942, this symphony was completed in February, 1943, and 
performed for the first tune anywhere by the Boston Symphony Orchestra, in 
Boston, on Oct. 13, 1944. Serge Koussevitzky conducted. Leonard Bernstein led 
-he New York premiere of the work at a concert of the New York City Sym- 

fcore^T h C n'T °* ^ 4 ’ ^ In Submittin S “ analysis of the 
score to John N. Burk, program annotator of the Boston Symphony, Mr 

-Oiamond disavowed any specific “program.” He wrote: 

_ _ ^aturaliy enough, this work was composed during days of tense world unrest, 

affected a iFp qUlte i> SUre f t i, at * Ce f ain amount of exterior emotional influence has 
ffected the quality of the symphony, though I cannot guarantee the raison d’etre 
or its inspiration. Indeed, I have one or two friends who, when I played sketches 
for them or described some of the material, immediately pounced upon all sorts of 
srague and ridiculous analogies of the kind one associates with analyses of the 
ecent Shostakovich symphonies. It was in no way my intention to have the musi¬ 
cal substance represent specific emotional reactions or to conjure up programmatic 
.antasies I have a horror of anything as prosaic as that, and since I have never 
mown that method of musical conception, I can only say that the opposite is true 


The composer’s own analysis of the Second Symphony follows: 

I. Adagio funebre. A lyric movement of elegiac character consisting of two sub¬ 
sets: a long melody for the violins in unison (heard immediately after a short 
ntroduction by violas and cellos divisi) and accompanied by an ostinato figure in 
ello and basses; and a plangent melody for oboe solo accompanied by trilling 
Lolas-heard midway during the movement. The structure of the entire movement 
lay be considered as a sonata-allegro movement in slow tempo, utilizing all the 
>rmal and technical features of development and recapitulation. 
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II. Allegro vivo. The scherzo movement, which has for its basic material a 
rhythmic figure mockingly tossed back and forth between cellos and basses and 
one bassoon. The rhythmic figure out of which this movement is built is derived 
from the second subject in the first movement. There is no trio section by itself. 
The contrasting triolike sections exist within the movement itself, most prominent 
being the section for brass in octaves accompanied by solo tympani ami in later 
form by strings in unison accompanied by tympani. 

III. Andante espressivo, quasi adagio. This movement makes use of rhythmic* 
harmonic, and melodic elements heard in the first movement. After a short intro¬ 
duction utilizing the dirgelike motif (heard at the outset of the first movement in 
basses and tympajii) in the first movement, there grows a short theme for muted 
violas (later to be developed in the fugato section). A clarinet solo follows leading 
directly into a choralelike section for strings, which, for the main part* is played 
in unison by the first violins unaccompanied. The clarinet solo heard in the nfvem 
ing is eventually heard in the second half of the movement as the fugato subject 
played by horns and strings in unison. As contrast, there are several wistful epi¬ 
sodes for strings -alternating with passages of strong emotional contrast. The move¬ 
ment is extensively worked out in restatement and development of all the elements 
heretofore heard, 

IV. Allegro vigoroso. The function of this movement is definitely that of the 
lively rondo-finale. The movement opens with a vigorous marchlike subject for uni¬ 
son strings. Several of the episodes have important thematic functions; especially 
so the lyric folk-song-like “B” section and the pizzicato C episodes for strings 
alone. The form is easily followed as: A-B-A ( modi fled) 4b A A (modified C! *V 
B-A-C (modified)-A-coda. 


The scoring calls for three flutes, piccolo, two oboes, English horn, two 
clarinets, bass clarinet, two bassoons, contra-bassoon, four horns, tin re trumpets, 
three trombones, tuba, tympani, bass drum, snare drum, triangle, cymbals, 
large gong, glockenspiel, xylophone, and strings. 

Mr. Diamond studied with Andre* de Ribaupierre at the Cleveland Institute 
of Music, Bernard Rogers at the Eastman School of Music, Roger Srssit <ns and 
Paul Boepple at the Dalcroze Institute, as well as privately tit New Yotk C‘«y 
and with Nadia Boulanger at Fountainebleau and Paris, i ie has won numerous 
awards, and in 1937 he was commissioned by the League of ComjKners to write 
a chamber-music work (the Quintet for Flute, String Trio, ami Piano), 
Already many orchestral works have been put to hi* credit, besides a cello 
concerto. 


Mr. Diamond has also composed music for chamber orchestra, a number «.( 
string quartets, songs, and piano pieces. His compositions have been lift formed 
by the Philadelphia Orchestra, the Philharmonic Symphony, die Si. Lout*. 
Symphony, the Rochester Philharmonic, the National Orehrstt.tl Association, 
the Columbia Broadcasting Symphony, the NBC Symphony, the tioohditr 
Quartet, and the Barrire-Britt Ensemble. * 


DAVID DIAMOND 


2 27 


"Rounds for String Orchestra” 

Commissioned by Dimitri Mitropoulos, Rounds for String Orchestra was com¬ 
pleted m July 1944. Mr. Mitropoulos and the Minneapolis Symphony per¬ 
formed the work for the first time on Nov. 24, of me same year. The following 
analysis is from the composer’s own pen: 6 

The different string choirs enter in strict canonic fashion as an introduction to 
the main subject, which is played by the violas and soon restated by the cellos and 
asses. The Adagio is an expressive lyric movement, acting as a resting point 
etween the two fast movements. The last movement again makes use of char¬ 
acteristic canonic devices, though it may more specifically be analyzed as a kind 
of fugal countersubject for the principal thematic ideas, so helping to “round” 
out tne entire work and unify the entire formal structure. 

William Barclay Squire (Grove’s Dictionary of Music and Musicians') 
describes a round as 


A species of canon in the unison, so called because the performers begin the 
melody at regular rhythmical periods, and return from its condusion to its begin¬ 
ning so that it continually passes round and round from one to another of them. 
Hounds and catches, the most characteristic forms of English music, differ from 
canwis in only being sung at the unison or octave, and also in being rhythmical in 

In 1843, Enoch Hawkins, an expert in this form of entertainment, founded 
a Hound, Catch, and Canon Club, whose members—and they were quite a 
few—passed the time singing'their new compositions till the wee small hours. 




Ernst von Dohnanyi 

born: pressburg, Hungary, July 27, 1877. 

His compositions show a strong feeling for chime forms* great er/ A n 
inality of ideas t and treatment that is always interesting ami felicitous 
in the extreme. —J. A. Fuller-Maitland, 

"Variations on a Nursery Air,” for Orchestra with Piano 
Obbligato, Op. 25 

The nursery air employed by the composer in this work is the familiar “Ah, 
vous dirai-je, Marxian,” which we have long known as the seftmsg, so to speak 
of the alphabet. The same tune was used by Mozart as the subjni of tm 
Twelve Variations for Clavier in C major (K. 265), The IVlmanvt Variations 
number eleven, linked to a concluding fugatn. Ami the tonality, as in ttir 
Mozart, is C major. 

At an all-Dohnanyi concert given by the short-lived State Svmpltum ( beft«oe 
tra in Carnegie Hall, Feb. 17, 1925, the composer conducted alt fltr ptrtri 
programmed, excepting the present composition, where hr appealed as miIom, 
Ignatz Waghalter was the batonist in his place, A program note printed m rtir 

time spoke of the music as being 

a humorous work, but it is humor in which satire lurks. It begin** with a o*tr 
sciously pompous Introduction (Maestoso), serious and self important* after wlmh 
the theme is heard (Allegro)—music of the utmost naivete and tfanqummy, IV 
work swings from serious to comic, and back again over the saute path, U mehuln 
such essays in scholastic form as a passacagliu and a fugatn, thr tann braid at tlir 
end. 

Ernst (or, as in Hungarian, Krno) Dohnanyi obtained hk lust Srv,u«* in 
music from his father, who was professor of mathematics at the < ivmmmtmi 
in Pressburg. Later on he studied piano with Carl thirstner, organist §4 the 
Pressburg cathedral, who subsequently taught him harmony* tn Jv*h rlie onmg 
man matriculated at the Royal Hungarian Aeadrmv of Mien in Budaprsn 
becoming there a pupil of Stephan Thoman tit piano and } Lttt% kimkr in 
composition. 

His composing dates from early Pressburg days, when hr tlrhvrtc.1 himself 
of several pieces in the larger forms, m;., a string \e\wt % floor *anmt qtMDrf , 
and piano sonatas, songs, and other music. A Symphony m f*\ written while 
he was at Budapest, was awarded the Kings prize and given ^ tusi }irr , i 
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fZ^’AIK 1897 ' In , th , at year ’ too > he received piano lessons from the famous 
Eugen d Albert, and shortly thereafter made his first appearances in Berlin 
and Vienna, where he was acclaimed as an “artist of the highest rank V 
He continued his successes throughout Europe, then making his first 
American tour in the spring of 1900. Some years later he became a professor 

f 5! an R° 5 thC Academy of Music > Berlin > in 1919 was made director 
Orchlstraof thafcfty^ 31017 ’ ^ asSUmin S condu ctorship of the Philharmonic 

Dohnanyi’s many compositions embrace instrumental, as well as vocal forms, 
including two symphonies, a piano concerto, a violin concerto, a suite for 
orchestra (not omitting the present Variations), several essays in chamber 
music, numerous piano solos, the ballet Der Sckleier der Pierrette, the one-act 
opera Tante Simona a later (and more important) operatic venture The Tower 

%Z~ i u tfl « r SS :, Tic w °f Voh ° d ■ d “™d from a 
in m " 18 192 Z ' “ “ its inidd >“"*>8 
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Paul Dukas 

born: paris, oct. i, 1865. died: Paris, may 18 , uy^ 

He is the master of his emotion and \nows how to \eep it from noisy 
futility. That is why he never indulges in those parasitic develop¬ 
ments which so often disfigure the most beautiful effet /y. - 
Debussy. 


Scherzo, "L’Apprenti sorcier” ("The Sorcerer’s Appren¬ 
tice”) 

Composed in 1897, this music claims as program inspiration the fanciful tale 
in Goethe’s Der Zaubcrlehrling, which in turn stems from the IHGO-ycar-oldl 
work of Lucian The Lie Fancier. In that ancient account Literates relates some 
of his experiences as an apprentice to the “spindle-shanked” Pancrates, who 
had lived in a cave for twenty-three years, while taking instruction in magic 
from Isis. 

Eucrates’ story (englished by William Tooke, London, 1820) is as follows: 

When we came to an inn he [Pancrates] would take the wooden bar of the door, 
or a broom, or the pestle of a wooden mortar, put clothes upon it, and sjteak a 
couple of magic words to it. Immediately the broom, or whatever else it was, was 
taken by all the people for a man like themselves; he went out, drew water, 
ordered our victuals, and waited upon us in every respect as handily as the com- 
pletest domestic. When his attendance was no longer necessary, my companion spoke 
a couple of other words and the broom was again a broom, the jiestle again a jtcstle, 
as before. This art, with all I could do, I was never able to learn from him; it was 
the only secret he would not impart to me; though in other respects he was the most 
obliging man in the world. At last, however, I found an opportunity to hide me in 
an obscure comer, and overheard his charm, which I snapped up immediately, as it 
consisted of only three syllables. After giving his necessary orders to the pestle 
without observing me, he went out to market. The following day, when he was 
' 3us “ ess > * t0 °k r ^ e pestle, clothed it, pronounced the three syllables, 
and bid it fetch me some water. He directly brought me a large pitcherful. Good, 
said I, I want no more water; be again a pestle. He did not, however, mi.nl what 
1 said; but went on fetching water, and continued bringing it, till at length the 
room was overflowed. Not knowing what to do, for I was afraid lest Pam rates, at 
his return, should be angry (as indeed was the case), and having no alternative, 

I took an ax and split the pestle in two, but this made bad worse; for now each of 
the halves snatched up a pitcher and fetched water; so that for one water muter 
now had two. Meanwhile in came Pancratcs; and understanding what lad 
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"X 1 tr h L“ : * ^ 

dlat ®oSgut G °' thC ' ! ‘°" g b " ““ the “>”“8 

They call him “the great magician!” “Great?” Bah! 

1 'whatTverTbid! 5 ^ ^ ^ ^ t0 °’ ““ CaU U ? im P s and »pri«w to do 

Now will I call some uncanny sprite to fetch me water from the pool. 

ihe broom! Come, broom! thou worn-out battered thing_ 

Be a sprite! Stand up! ’Tis well! Two elfin legs now I give thee! 

Good! Whats more a head! There! Now, broom! 

Take thou a pail and fetch me water from the pool! 

Go quickly and draw water for me, for me, your Master! 

Brave! Thou faithful broom! Thou bustling broom! 

What! Back again? And—again? 

And Jtt~again? Stop! 

This pailful completes thy work; the bath is filled! 

Stop! Stop! I say. I command! 

Thou diabolic, damned thing, stop! 

Be a broom once more! What? Wilt not obey? 

O thou cub of Hell! 

Then, will I with my hatchet, cut thee in two! 

There! 

Ye demons! Now thou art two and double thy hellish work! 

The flood increases—the water engulfs me—Master! 

Master of Masters! Come! I am a poor helpless creature, the sprite I called will not 
obey! 

The Master came and said: 

“Broom! To thy corner as of old! 

See! I make sprites do as they are told!” 


The glittering fame of such contemporaries as Debussy and Ravel and of at 
east two of the celebrated “Six” unwarrantedly eclipsed the less striking 
though certainly not negligible, efforts of Paul Dukas. His career, like that of 
many a French musician of his time, was taken up with the duties of teacher, 
-ritic, and composer. A student at the Paris Conservatory—where he later 
.aught—he. twice earned the Prix de Rome, came under the influence of the 
.mpressionists and utilized some of their harmonic and orchestral innovations 
it fhe same time holding firmly to classical and Romantic concepts. 

Early works of his were the two overtures. King Lear and Gotz von Ber- 
whmgen. These were followed by melodies, choruses, symphonic and dramatic 
ketches, all or most of which remain unpublished. The opera Ariane et Barbe- 
£Ue ( ) 3 set to a text by Maurice Maeterlinck, is unquestionably his 
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masteroiece His compositions include an “imposing Scuvata in H ll.it Minor, 
masterpiece, ms r , „ n » H901V the Variations, Interlude and hnale 

wk irk ra rr es a hint of Beethoven , , , ■ ... 

wmen carries am nieces ol chamber music, a ptanistic 

fnr Piano on a Theme of Rameau (wj > , , / . 

ror nano on . . , r) e k ussv , 1m Plat rite Jit tutu tin fame 

homage to the memory of his friend ueoussy i 

nomage lu j , However, it remained tm I he .Sorcerer s 

(1921), and numerous other works. However, 

Apprentice to bring him a lasting internationa rtpu a 10 . 

WlSHrill in hi, fora, and still ***** B*m -g " 1 
to publishers. And before he died he burned most oi lit, !■«<' "..ih'.oi nlmh, 

it is said, there were many. 


R. C. B. 






Anton Dvorak 

born: muhlhausen, bohemia, sept. 8, 1841. died: Prague, may i, 1904. 

He is one of the phenomena of the nineteenth century—a child of 
nature, who did not stop to thin\, and said on paper anything which 
came into his head .— Sir Charles Stanford. 


Symphony in D minor. No. 2, Op. 70 

I. Allegro maestoso. II. Poco adagio. III. Scherzo: Vivace; Poco meno 
mosso. IV. Finale: Allegro. 

The London Philharmonic Society conferred an honorary membership on 
Anton Dvorak in June, 1884, at the same time commissioning him to do a new 
symphony. Work was begun on it in December of that year, and the piece was 
completed by the end of March, 1885. The composer wrote to his publisher 
Simrock on Mar. 25, “Whatever may happen to the symphony, it is, thank God, 
completed. It will be played in London for the first time on Apr. 22, and I am 
curious as to the result.” He conducted the premiere himself on that occasion, 
following which he notified Simrock that “It had an exceptionally brilliant 
success.” 

He did not exaggerate one iota, for press and public enthused over it as they 
had over the earlier Stabat Mater . Some observers, riding verbally high, wide, 
and handsome, compared it with the Schubert C major—to Dvorak’s advan¬ 
tage—and still others even went so far as to place it above the compositions of 
Brahms. Since “figures don’t lie,” it may be interesting to note that Brahms 
was allegedly paid 40,000 marks by Simrock for his Fourth Symphony. That 
amounted to $10,000 in 1885. All that Simrock would offer Dvorak for his 
Second Symphony was 3,000 marks, though he finally handed over 6,000, 
Dvorak’s own valuation of his work. Ergo, 6,000 marks were the equivalent of 
$1,500 in the same year and, from a financial standpoint, a Brahms symphony 
could rate six and two-thirds times higher than one by Dvorak, all of which 
may prove anything or nothing. 

e In any case, Sir Arthur Sullivan conducted the rest of the program at the 
concert which introduced the Dvorak Second. The other numbers were the 
overtures to Spohr’s Faust, to Mozart’s Don Giovanni, and the Beethoven 
Leonore No. 1. 

The first movement (Allegro maestoso, D minor 6/8) opens with the soft 
playing of the first theme by the violas and cellos in unison over a tonic organ 
point in the basses, horns, and kettledrums. Clarinets take up the phrase a 
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fifth higher, with a slight variation, while the strings play a diminished seventh. 
A rnnre vi*™ subsidiary theme follows, which is developed at length by b 


A more vigorous subsidiary theme follows, which is developed at length by the 
orchestra until a fortissimo climax is attained with the return of the first theme 
At this point the first horn launches out with a phrase by ttselU which soon 
diminishes to a single G flat, whereupon the wood wind enters pianissimo with 
a contrasting phrase of chromatic make-up, taken by the strings. Aha n retard 
the second theme comes through in B flat major hv way of i he woodwind 
supported by the strings. The development of this theme takes some time, and 
there follows a concluding theme in the same key* stat ting among the strings 
against a background of trills and arpeggios in the wood winds, then fading 
out in the latter choir. The first part of the movement is nor repeated, the music 
flowing at once into the free fantasia, which is of a rafhet toucf ul character* 
The third section of the movement opens with the principal subject given out 
softly by the clarinets in thirds in the key of B flat minor, and there is ait 
immediate response by the bassoons and basses in A flat miimt, thm in P 
minor, against forceful harmonies in the other choirs, save trumpets and 
trombones. The full orchestra bursts out with a double forte in the tonic D 
minor. An elaborate coda concludes the movement. 


The second movement (Poco adagio, P major, *f, 4) introduces ait ecclesi¬ 
astical-sounding theme by means of the wood winds, as the smugs accompany 
pizzicato. Subsidiary passage work in the wood winds, to stung and hum 
accompaniment, heads finally into a second theme given out by fhr firs! violins 
and cellos in octaves. The movement develops on its own, that i% to say* without 
benefit of traditional rules and regulations* However, the formal amenities are 
observed’through the balancing effect produced by the irrumirur of the first 
theme in the cellos against arpeggios for the flutes, and uhur and further 
enhanced by the return of the second theme* It is interesting m imrr that the 
whole section teems with melody, with detailed ornamentation and h re¬ 
markable for the richness of its orchestration. 


The third movement (Scherzo; Vivace, I) minor 4| pmdmrs a “piquant 
effect ... by the almost constant juxtaposition of two annusm! themes nr, 
rather, theme and countertheme, the one coming in the wind and the other in 
the strings, or vice versa. Here, also, Dvorak gives full play tu that piquancy 
of rhythm which is so dear to his Czech heart* 11 A I Wo menu tn* mu in <» major 
of an idyllic type forms the trio of the movement. 

The fourth movement (Finale: Allegro, I) mmot d d| depends almost 
entirely on the opening phrase of its first fherttr, “This \trm tigtitr, in witidt 
all the inherent chromatic quality of the (sotailedj huunona non*a s*ale is 
thrown into bold relief, keeps reappearing in my nirn*#i* imms r\rtt in the 
major mode throughout the movement, which ts wuthrd otu w elt infinite 
energy and dramatic forced" Though the strong coin hiding tliosd powrsws a 
major third, the minor mode prevails in the movement. 
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Symphony in G major, No. 4, Op. 88 

I. Allegro tun Into. II, Adagio. Ill, Allegretto grazioso; molt© vivace. 

IV. Allegro in,! turn tmpjHi, 

RKi'ERKNau; to Dvorak's Fourth Symphony as "the Fatglish Symphony” are 
largely traceable to the fact that it was first published by the Fatglish hrm of 
Novell**. It "as wtongly assumed that the Loudon Philharmonic performance 
of Apr. H. IS***), was its wot 1,1 premiere. True, Dvorak led that performance 
himself, but hr had ahc.nlv tlirectetl an rather one in Prague, in February. 
If any of Dvorak's symphonies warrants the "KuglisU" label, it is the D minor 
Symphony, commivnoned atul premiered by the London society several years 
Id'ore. Moreover, the (i major was wttttrn as a token of gratitude for the 
eomjiosn 's election to the Ft ague Academy. In the manuscript Dvorak’s 
dedication reads; "To the bohemian Academy of Kmprror FV.m/. Josef for 
the Fatcomagement of Ait and Lttetature, in thanks for my election." So much 
for "the Fatglish Symphony." FAtcrti.il fact atul infimk ipulity woutd seem 
to suggest "bohemian Svmphouv" as a mote ajipropriatr tide. Only one 
symphony <41 Hot ah tarries, m title atul content, any allusion to a truly foreign 
inspiration, 1 hat is, of tout sc, the A rw U'uriti Symf>/niny, in which thoughts 
of his native IWumu mingle with impressions of America. 

How the hum© oj Novell,name by the publication of the O major is a little 
story in itself. Relations between Dvorak and hts Urritun publisher Simrock 
had become strained, .Simonk wav complaining that Dvorak's longer works 
brought him little revenue, ami that die shorter pieces were not best sellers 
cither. The enrrrs{*mdrtnr gtrw heated. Smirotk linally offered 1,000 marks 
for the svmphouv, meanwhile damormg for more of the "shorter pieces." 
Dvorak triused. Sum oi k's taunts altout his more ambitious scores were too 
much for him, 1 le tephed that he had a "hit of ideas for big works in mind,” 
atul Stmrovk's negative attitude was only making u hard for him to place 
symphonies with other pttbhshm. If Smtuuk wanted piano pieces and songs 
it was just too bad. The mood for such cornfimittom was not on him. He had 
bigger plain: "1 shall simply do what Dud imparts me to do,” he concludes. 
“That wilt tmainly hr the best thing." The crafty publisher promptly changed 
lus tune. "Summit, at otue alarmed, replied that their contract of IH?f was still 
valid, and thrtrhy, 1 Hoiak must first offer to him every new work he com. 
posed," says Laid .Stefan m hts lunik on Dvorak, "Dvorak did not reply. 
Novclio aupturd the Symphony, atul Dvorak wrote for him the four-hand 
piano Mote.” 

Novel!*! published the work in IHTk Dvorak had tiegun it in August, IfWf, 
after complaining to his ft tend Dobl that "his head was so full of ideas" it was 
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a pity it took so much time jotting them down. Acceding to an oft-expressed 
wish of Simrock’s, he had just composed his E flat major Piano Quartet, Op. 87. 
By Nov. 8, three months after starting work on it, the symphony in G major 
was ready for the printer. Dvorak led the premiere the following February. 
When Hans Richter wanted to follow suit, Simrock blocked him. The watchful 
publisher “insisted that he must first acquire the work,” says Stefan, “and 
therefore, would, of course, receive the royalty from Richter’s performance.” 
Then began the diplomatic exchange of notes with the composer. 

Dvorak was on his sixth trip to England when he conducted the London 
premiere of the Symphony in April. During that visit Cambridge University 
bestowed on him the honorary degree of Doctor of Music, thus stealing a 
march on the rule-bound Austrian authorities. Earlier that year the University 
of Prague had made him a Doctor of Music, or thought it had. Baron Gautsch, 
the Austrian Minister of Education, speedily ruled out the bestowal: There 
was no Doctorate of Music in Austrian Universities! Then Cambridge acted, 
and, presto! Vienna fished out a doctor’s degree, too. 

The simple, carefree mood of the G major Symphony long ago endeared it 
to concertgoers. Compositions often arouse widely contrasted feelings in 
listeners. The G major is not one of them. English critics in 1890 spoke of it as 
“pastoral,” teeming with “rural sights and sounds,” and stressed its freshness 
and charm. To an American critic writing in 1941, the score was “redolent of 
the Bohemian countryside” and marked by “decided charm and allure.” The 
word “idyllic” occurs so often in references to the symphony that if a title were 
needed “Idyllic Symphony” would serve as well as any. The term “Pastoral 
Symphony” for the G major was outlawed by Kretschmar, who had already 
affixed it to Dvorak’s F major Symphony. But the strong outdoor atmosphere 
is readily sensed in the G major. In fact, few critics have failed to note its 
power as a growth of the soil. 

After the London premiere, The Musical Times reported that the new work 
was “generally speaking, of a pastoral character, having been written, like the 
‘Pastoral’ symphony, under the influence of rural sights and Sounds. . . . All is 
fresh and charming.” The reviewer scented a story in the Adagio movement, 
which the composer, unluckily, never divulged. “Wanting the story,” he wrote, 
“one must be content with picturesque utterances, a great deal of absolute 
beauty, and the fresh aroma which the whole work gives forth.” To a 
New York colleague of fifty-one years later, the music was “idyllic, close to the 
soil, and permeated with the folk spirit of a once so happy land.” 

The botanical note is stressed in the analysis of the biographer Hoffmeister, 
who spoke of Dvorak’s thoughts as “breaking into flower, not like little blos¬ 
soms lodged in the stony crevices of an architectural structure, but as the Czech 
meadows flower, in luxuriant garlands of varied charm and color.” Hoffmeister, 
with whom the “bright, idyllic” mood of the symphony begins with the very 
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;y of G major, speaks of it as “simple straightforward music, without any 
retence at scholasticism.” To him the work “rejoices freely in its existence.” 
hen comes the floral simile, after which it is not surprising to learn that the 
:st movement “is planned in a delicious idyllic mood.” 

On Mar. 11, 1892, shortly after Novello published the Symphony in London, 
e New York Philharmonic Society introduced it to America at a concert in 
e Metropolitan Opera House. Anton Seidl, who conducted, again brought 
it the work in the season of 1895-1896, and Emil Paur led it during the 
ason of 1899-1900. The symphony also figured in the repertory for four 
asons of Josef Stransky’s regime—1914-1915, 1915-1916, 1916-1917, and 1918- 
19. It was then shelved by the society until 1932, when Sir Thomas Beecham 
vived it during his guest conductorship. In December, 1938, another British 
nductor, John Barbirolli, restored the miscalled “English Symphony” to the 
lilharmonic repertory. Incidentally, Hans Richter, after being deterred by 
mrock in 1890, enjoyed great success with the work when he played it in 
jndon and Vienna. By then Simrock had learned his lesson. After the G 
ajor Symphony, Dvorak, disregarding Simrock, wrote another large-scale 
?rk ? th t Requiem. This, too, won him highly flattering notices in England 
d Austria. Novello was again the publisher. 

After that, with one or two exceptions, the name Simrock appears on all 
zoraks published scores. One exception is the cantata The American Flag 
: to a text by J. R. Drake in 1892, and published by G. Schirmer of New York! 
1912, die same Berlin house that once alleged Dvorak’s “larger works did 
t earn it anything,” published two posthumous symphonies, without number, 
e in E flat major, the other in D minor, originally listed as Op. 10 and 13. 
le two works, dating, respectively, from 1873 and 1874, bring Dvorak’s total 
mber of symphonies to seven. Five, ending with the New World, were 
blished during his lifetime. A remarkable feature of the two unnumbered 
nphonies is the influence of Wagner, whom Dvorak was shortly to forswear 
the camp of Brahms and Hanslick. 

n his earl y analysis, Kretschmar maintained that the G major Symphony 
onged in a class with the Symphonic Poems and Slavonic Rhapsodies. He 
lied its symphonic character, noting, for instance, the lack of normal de- 
opment of themes in the opening movement. Stefan, on the other hand, 
Is the symphony grips the imagination because of the “wholly subjective” 

Y solving the problems it poses. And while the national coloring is 
rked, as he says, it goes beyond a purely Czech range, in the same way as the 
nnd series of Slavonic Dances. 

n the introduction to the opening movement (Allegro con brio, 4/4, G 
jor) a lovely song of melancholy tinge, in G minor, is uttered by cellos and 
ns. With the final chord the mode changes to major and the flute brings 
a bright theme which has been likened to the “chirping of a bird.” A 
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cadenza then leads to the first chief subject in the cellos l he ,up chant 
of the second to, then taken up by clarinets and iluces. 11,e wood , 
now usher in a delicate motif pianissimo, the whole orchestra shout,, 

fortissimo. The first theme returns a 1 " 1 , f ad “ 'll J'o' 

oboes and (lutes which suggested “he unklmg of Ms to the 1 lulharn, 

annotator of 1892. , . . . * , 

After bringing back the introduction, Dvorak reviews lus matuu , airy 

themes and melodic fragments with fascinating -shi ts in color and rhyi 
Abrupt transitions of mood occur. Or, as our early colleague express* 
“outbursts of violent energy alternate in bewildering i.i{ndtt> with mow 
of tranquillity.” The movement is remarkable lor us wealth ut iulbila 
themes, which are set off in contrast rather than hilly developed. 

The second movement (Adagio, 2/4, C minor atul major) begins wi 
somber phrase reiterated by the strings. This prefatory passage contains 
melodic and rhythmic material of the first section. Clarinets then disco,,r 
in a minor-and-major exchange frequent in Dvorak’s uhimc. In the set 
section of the movement the strings and winds take turns .» a slat,can. tij 
accompanying the main melody. The figure is used in budding up a strii 
rlimav After repetition, with changes in harmony, a hurt toda cuds 
movement, fioffmeister saw an amusing contrast in the emergent e oi a *'< 
religious melody side by side with a series of coquettish pav-ages, Stefan 
reminded of one of the Piano Mood Pictures. "In the Old t-astir/' by 
Adagio, as well as of the choral theme of the lluutta* Oiw/wre. 

An odd device in the third movement (Allegretto gm/ionm J % (* minor 
major), as Stefan points out, is the “counterpane of olw»e and bawoun, 
virtual Cossack dance, to the theme of the eta la, with It dtattgn front t 
time to duple time.” With rapid staccad in the winds am t umufrtttirtw 
the strings contrastingly marked, the effect was though? to Sr “ihuioti 
comical” in 1892. What would normally he the trio of a ^hrt/o h fain 
with a charmingly simple melody in folk style* It recall*, lilr pavage 
Schubert’s music. 


A fanfare of trumpets ushers in the last movement ( Allrgio non Uu 
2/4, G major) as if heralding a brisk whirl of Bohemian folk darning, Imi 
the strings announce a stately subject in two eight mrawue ju?n* t \\lucIt 
through four variations. Two new themes now appeal* a ti mr solo, 
other for clarinets, against a drolly rumbling bass* Tltr tempi up 1 

the return of the first subject Echoes of the ehirl stibfei ? «4 the 
movement filter through as the finale mounts to a tiulliatit * hm.no 
“This symphony is not profound/ says a C/ah InogMphm, *1? awaken 
echo of conflict or passion. It is a simple lyric staging *4 Bar iratnv of 
country for the artist’s consolation. It is a lovable rwprrm* m of a grmtw 
can rejoice with the idyllicism of his own forebears/ 
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Symphony in E minor. No. 5 ("From the New World”), 
Op. 95 

I. Adagio; Allegro molto. II. Largo. III. Scherzo. IV. Allegro con fuoco. 

When Anton Dvorak died in his beloved Prague, America mourned him as 
it might a native son. Editorials hymned his merits as composer and man. 
National figures delivered glowing tributes. Organizations sang and played 
his praises. Obituaries ran long and fervent, and friends and associates of the 
Bohemian composer during fiis American sojourn filled magazines and press 
with reminiscences. 

Dvorak had come to America late in 1892. Apart from a visit to his home¬ 
land, he remained here for almost three years as head of the National Conserv¬ 
atory of Music in New York. In that time he taught, led concerts, composed, 
and absorbed American folk ways. America broadened his outlook and gave 
him financial security for the rest of his days. When he finally gathered his 
family about him and departed in 1895, he had made a noble bequest. Into a 
great symphony Dvorak had poured an alien’s homage. The title, From the 
Neu/ World, clearly denoted its derivation. The words were superfluous. Few 
could ever mistake its place of origin. The staunch Czech nationalist had 
frankly borrowed the spirit, if not the letter, of American folk melodies. 
America had a stake in this man’s finest achievement. The symphony has 
ranked high in popular favor, and the Largo long ago became a household 
word. Hence, the observance in 1941 of the centenary of the birth of this fiercely 
democratic Czech, who also wrote a cantata on the American flag and once 
planned to compose a new national anthem for America, was peculiarly an 
American duty and privilege at a time when so much that he held dear was 
silenced in his native land. 

New Yorkers may justly regard this symphony with even greater pride, for 
the writing of it occurred in the five-room apartment occupied by Dvorak and 
his family at 327 East 17th Street. On the same street, west of the brownstone 
dwelling, loomed the Conservatory building. There the bearded, rugged 
Bohemian imparted higher musical learning to American youth. In its audi¬ 
torium he rehearsed and conducted school musicales. At home, surrounded by 
his children and ceaselessly chattering birds, he composed. Less than three 
months after his arrival he had jotted down sketchily the first notes of his new 
symphony. It is said Mrs. Jeannette Thurber, who founded,the school and 
engaged Dvorak, had noted his sudden interest in Negro and Indian folk 
music and urged him to express his reactions to America in a symphony. The 
“sudden interest” was prompted by three people, the critic James G. Huneker, 
Mrs. Thurber herself, and H. T. Burleigh, the Negro baritone and arranger, 
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who was enrolled in the school as student. Quantities of Negro melodies were 
shown Dvorak, who pored over them avidly. Burleigh was invited to the house 
repeatedly to sing them, for him. Often Dvorak would stop him midway in a 
song and ask, a Do the Negroes really sing them that way?” Among the 
melodies he was especially struck by was “Swing Low, Sweet Chariot.” Anyone 
with an ear for tune detection can readily identify part of the song in the 
G major theme introduced by the flute in the opening movement of the 
Symphony. 

There was nothing surprising in Dvorak’s instant sympathy for Negro music. 
The folk element always fascinated him, and much of his music is steeped in 
the brisk rhythms and melodic turns of Bohemian and Moravian folk songs. 
He constantly counseled composers to explore native sources for fresh stimulus. 
Even the street cries of city dwellers were important in learning to give artistic 
voice to a people’s temper. Only thus, he felt, could a truly national music 
evolve. But Dvorak never advised using folk songs bodily. Composers might 
master their traits and let the music echo and reflect them without direct 
citation. The other way lay hack arrangement and slavish quotation. 

Harry Rowe Shelley, another Conservatory student of Dvorak’s, in a maga¬ 
zine article written many years after Dvorak’s death, recalled how he was 
present the day the Czech applied the finishing touches to the Largo, probably 
the most widely known symphonic movement after the Allegro moderato of 
Schubert’s Unfinished Symphony. Dvorak was seated at a piano in his shirt 
sleeves. Birds twittered from cages all over the apartment. Suddenly he “sang 
out the great theme with passion and fervor,” his neck veins taut, his eyes 
bulging. “His whole body vibrated,” wrote Shelley. When it was finished the 
composer turned excitedly to the listener. “Is it not beautiful music?” he 
exclaimed. 

Anton Seidl, who later led the New York Philharmonic orchestra in the 
world premiere on Dec. 15, 1893, used to say, “It is not a good name, New 
World Symphony! It is homesickness, home longing.” Like others, Seidl was 
struck by the unmistakable nostalgia of the Largo. William Fisher, still another 
Conservatory student of the Bohemian composer, later made a popular choral 
arrangement to frankly nostalgic words. In fact, many non-concertgoers, 
unfamiliar with the Largo as a symphonic movement, mistakenly suppose 
“Goin’ Home” to be a Negro melody arranged for chorus. 

Most astonishing of all, of course, is the theory, fully endorsed by biographers, 
that Dvorak in composing the Largo had in mind the story of Hiawatha in 
Longfellow’s poem. Here again analytical readings varied. Some construed the 
mood as Hiawatha’s wooing, others as the Indian hero’s lament at the grave 
of Minnehaha. To his pupil Shelley, Dvorak explained a transitional passage in 
the Largo, marked Un poco piu mosso, as the Indian girl’s sobbing as she bids 
Hiawatha farewell. An English analyst once interpreted the plaintive chief 
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theme as “a lovely night on the margin of a forest.” How the swing band 
leaders who blare it nighdy view it is their secret. 

Dvorak orchestrated large parts of the symphony in Spillville, Iowa, where 
he spent his summers in a large Czech colony. There he joked and chatted with 
compatriots and was freed from the constant need of using English, which he 
never fully mastered. As a hobby he indulged a flair for pigeon raising. He was 
a simple man of sturdy peasant stock, with little formal education and neither 
time nor taste for literature. Living with his countrymen sharpened his hunger 
for home. He had come to love and admire America. Everybody was friendly 
and helpful and his pupils worshipped him. His pay at the Conservatory was 
fabulous for him-$15,000 a year, or 30,000 gulden. (In Prague, his yearly pay 
had been 1,200 gulden.) But he missed his country. He turned down the offer 
o£ a renewed contract and in the spring of 1895 sailed for home. 

As for the controversy stirred up by the symphony and its bruited use of 
American folk material, opinion divided roughly into two schools. One group, 
supported by the German annotator Kretschmar, accepted the work as a sort 
of rhapsody on American Negro and Indian motives. The other attacked the 
theory violently, emphasizing the strong Czech flavor of its pages and barely 
admitting random echoes of American folk music. Dvorak himself settled the 
issue later when he flady denied incorporating folk songs verbatim in his 
symphony. “Omit the nonsense about my having made use of ‘Indian 5 and 
American motives, he wrote to the Berlin conductor, Oscar Nedbal, en¬ 
closing Kretschmar s analysis. “That is a lie. I tried to write only in the spirit 
of those national American melodies . 55 

Shortly before the Philharmonic performance, Dvorak released a statement 
in which he laid down the then startling dictum that future American music 
would have to be founded on Negro melodies. “These beautiful and varied 
themes are the product of the soil , 55 he said. “They are American. They are the 
folk songs of America, and your composers must turn to them. In the Negro 
melodies of America I discover all that is needed for a great and noble school 
of music . 55 

When the New World Symphony raised the issue of Dvorak’s use of Negro 
material, his words aided in inciting a great hunt for suspected originals. 

Each of the four movements of the ‘New World 5 Symphony is prefaced by 
an introduction. In the case of the first movement, this is an Adagio in E minor, 
4/8, in which the horns and lower strings foreshadow the chief theme of the 
ensuing Allegro molto (E minor, 2/4). The second theme, announced by the 
flute and then taken up by the violins, soon chants its kinship to ‘Swing Low, 
Sweet Chariot . 5 

“The second movement is the celebrated Largo (D flat major, 4 / 4 ). The 
principal theme is a haunting melody for English horn. There is an episode in 
which the oboe gives out a new theme, in C sharp minor, over an organ point 
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in the cellos. This episode, according to Dvorak himself, is intended to suggest 
the gradual awakening of animal life on the prairie. Striking use is made of 
trills bandied back and forth among the instrumental choirs, as if they were the 
voices of the night or early morning in conversation. 

“The animated Scherzo (Molto vivace, E minor, 3/4) has been likened to 
an Indian dance with chanting. There are two trios, one in E major, one in 
C major. 

“The finale (Allegro con fuoco, E minor, 4/4), after the usual introduction, 
begins with the first subject blared forth by horns and trumpets against for¬ 
tissimo chords for full orchestra. A jiglike melody in triplets is heard. The 
clarinet intones the second theme against a tremolo in the strings. Themes from 
the earlier movements appear, providing this final movement with a rich 
pattern of important motives from the entire symphony. A tremendous climax 
is built up near the end.” 

The work is scored for piccolo, two flutes, two oboes, English horn, two 
clarinets, two bassoons, four horns, two trumpets, three trombones, bass tuba, 
kettledrums, triangle, cymbals, and the usual strings. 


Concerto for Piano and Orchestra in G minor, Op. 3 3 

I. Allegro agitato. II. Andante sostenuto. III. Allegro con fuoco. 

(Piano part in the edition of Viiem Kurz) 

Composed in the summer of 1876, this Concerto was given its first performance 
at Prague on Mar. 24, 1878, with Slavkovsky to play the solo part. Its comple¬ 
tion came between the writing of the Moravian Duets and the Stabat Mater , 
and certain observers have noted resemblances between it and the two works 
which sandwich it. 

Harriet Cohen, distinguished English pianist, has said of the piece, 

The only Piano Concerto which Dvorak wrote is not typical of his work, as are 
the violin or cello concertos. The themes of this Concerto are delightful and char¬ 
acteristic. The principal subject in the first movement is reminiscent of Beethoven 
at his best in its direct simplicity. But this Concerto has never had the recognition 
to which it is entided, principally because of the unsuitability of most of the piano 
writing, and perhaps the weakness in the working out of the development sections. 
Not only are some of the technical passages ungainly, but the composer almost 
continuously throughout the work wrote the same passages for the left and right 
hand. This sort of piano writing is all very well now and again, but, as can be 
imagined, there are moments of appalling difficulty, because a passage that might 
suit the right hand working from the thumb to the little finger may be practically 
impossible for the left hand, in this case working from little finger to thumb. This 
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doubling of technical passages has also an extraordinary laborious effect, and it 
often means that a large part of the keyboard is being used continuously, thereby 
provmg very fatiguing to the listener. It is significant that although he did not 
think it one of his major works, he was particularly fond of the themes in the first 
and last movements: it is important to note that he recognized the impracticability 

of many of its passages for the pianoforte [Miss Cohen, of course, refers to the 
original]. 

The piamstic deficiencies of the Concerto, therefore, were known to Dvorak 
himself, and he had said time and again that he would rewrite much of the 
passage work, but he never got to it. Vilem Kurz did the rewriting, however, 
and with Dvorak’s authorization. In this version litde of the original was 
altered. What die reviser did was to clarify the piano part, wherever possible, 
without changing its melodic or harmonic content or its essendal structure. 

The first movement of the Concerto is thematically rich, as well as unusually 
free m the quality of its modulations. With respect to the latter it proceeds 
? U “ e u nc( ^vent io nally (for its time) before the entrance of the second subject, 
in B fiat. The movement generally conforms to precedent, and one notes that 
it opens with the tutti of classical custom. The mood is elegiac, almost religious, 
which accounts for its comparison to the Stabat Mater, a work composed in the 
same year as the Concerto. 

A brighter, romantic atmosphere pervades the second movement, which 
recalled to Otokar Sourek, the Moravian Duets. 

The third movement has three subjects, the first of which appears frequendy, 
while the remaining two are utilized as “first and second subjects, respectively, 
m F sharp minor and B minor, to be finally reconciled in G major. In the 
B minor theme the ‘oriental’ interval of the augmented second is used melodi- 
cahy, a rare occurrence in Dvorak’s music.” The folk tune “Nepujdu domu” 

( m not going home”) is heard fragmentarily in the third movement and at 
one point (in the stretto) the tune is played almost in toto. 


Concerto for Violin and Orchestra in A minor. Op. 53 

I. Allegro ma non troppo. II. Adagio ma non troppo. III. Finale: Allegro 
giocoso, ma non troppo. 

Joseph Joachim was the godfather of this Concerto, giving it the benefit of his 
spiritual and editorial care—who knows just how much? In any case Dvorak 
completed his first version of the work in 1879. He revised it during the 
following year and sent it to the great violinist for his approval. In a letter to 
the publisher Simrock, written on Sept. 16, 1882, Dvorak says, 
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Here I am again in Berlin. I have played over the Violin Concerto twice with 
Joachim. It pleased him, and Mr. Keller [Simrock’s agent], who was also there, was 
very much delighted.'As for me, I am glad that at last the whole business is finished. 
The revision has been in Joachim’s hands for at least two years. He was so kind as 
to make over the solo part, and only in the Finale have I to make a few alterations 
and in some places to lighten the instrumentation. I must go again to Berlin at the 
beginning of November; by that time everything should be ready, and Joachim can 
make a rehearsal in the Hochschule. 

At that rehearsal, however, Keller interpolated many a word of advice con¬ 
cerning improvements—to his mind—here, there, and everywhere else and to 
Dvorak’s complete annoyance, needless to say. The composer, after a few irate 
letters between himself and Keller, made some cuts in the Finale, hut under no 
circumstances would he touch the other movements. The Concerto, hearing 
the inscription, “Composed and dedicated to the great Master Joseph Joachim 
with deepest respect,” obtained its first performance at Vienna, on 1 lee. I, 1881, 
by the Philharmonic Orchestra with Franz Ondricek to play the solo part. 

The initial performance in this country occurred in Chicago, on Oct. II, 
Max.Bendix and the Chicago Symphony Orchestra under the direction of 
Theodore Thomas were the artists concerned. New York heart! it first under 
New York Symphony auspices on Jan. 5,1H ( M. Henri Martcau was the violinist, 
Walter Damrosch the conductor. Maud Powell played it at its first apjwarance 
in the Philharmonic repertory on Apr. 6, 1H‘H, The Concerto has Item called 
“violinistic,” which would seem to be in its favor, and another observer has 
praised it for its “skillful workmanship and admirable style.” 

As is more or less customary with concertos, the work is in three movements. 
The first movement (Allegro mu non tropjxi, A minor) is fundamentally in 
sonata form, although the composer has taken occasional turns to the left and 
to the right of the straight path in the endeavor to “transcend the classic 
model.” There is first an orchestral flourish, which serves to usher in the 
principal theme, announced by the solo violin. Lyrical and, at the same time, 
vigorous in character, the theme concludes with several arpeggios, With the 
utterance of the subject in a different key the orchestra now heads into a 
sequence of development, and the violins mention a new theme in octaves 
against a counterpoint in the wood winds. For a considerable period the 
material already offered is develojx’d and, next, die solo instrument tales up 
a third theme. This is given the benefit of elaboration, and during the rustling 
development subtle echoing* of the first theme enter the picture. The n hoes 
and the subtlety presently lead to a full realization of this subject in the nr> 
chestra, the violins, specifically, restating it in octaves. On the heels of ,i 
crescendo the orchestra subsides, to least, without pattse, into the next sri t«m, 

The second movement (Adagio ma mm troppo, F major, I *8} is ettferrd 
into by means of the principal subject. .Simplicity is the word for the tomauto 
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tion. Dvorak often drew from the substantial store of Czech melodies and no 
r_V° m f 11 ' CaS , e ', Th ^ sol ° instrument sings a romanza, or air, against a 
background played by the woodwind. For a time the violin is engaged with 
orid passages, soon returning to the simple tune of the initial theme. Then in 
the tonality of F minor the solo instrument brings forward another phase of 
the movement, a Poco piu mosso, and later works its way in figures of various 
kinds around a third subject. This, given out by the strings in C major, 
Un poco tranquillo, quasi Tempo I, is rather related to the first theme. 
At this point the solo violin launches into a rhapsodic mood, and it is main¬ 
tained for some time. The second subject is brought back in an orchestral tutti. 
Later the wood winds reassert the principal theme with the solo violin engaging 
in a series of figures around it. The flutes and oboes now head'into some 
measures of syncopation. There is a return of the third theme, first heard in the 
orchestra, then in the solo instrument. In conclusion two horns offer the first 
theme, while the solo violin traces an ornamental line around it. 

The third movement (Finale: Allegro giocoso, ma non troppo, A major, 3/8) 
is a lively rondo, in which three themes arise, all announced first by the solo 
mstrument. There is much dash and elan to the section, the themes are folkish 
and bright. These, together with other materials, are woven into a vivid 
example of the rondo form, and the Concerto ends brilliantly. 


Concerto for Cello and Orchestra in B minor, Op. 104 

I. Allegro. II. Adagio ma non troppo. III. Allegro moderato. 

Though completed in Prague during the summer of 1895, the B minor Cello 
concerto belongs with a substantial group of works, topped by the New World 
Symphony, originating from Dvorak’s American period. They include a 
juartet, written in three days, a quintet, a piano suite, a sonatina for piano and 
.a, and Ten Biblical Songs. The world-famous Humoresque was also 
vritten on American soil. As further tribute to the New World, Dvorak 
omposed a cantata on the American flag, planned a Hiawatha opera, and 
oyed with the idea of replacing “The Star-Spangled Banner” with a new 
inthem. Add a weekly routine of teaching, coaching, and conducting, plus the 
ob of running a music conservatory in New York, and it can be seen that 
Dvorak’s American stay was no frolic. 

Dvorak had begun work on his Cello Concerto in his East Seventeenth Street 
partment in New York the previous November. The inspiration is said to 
ave come earlier that year from hearing Victor Herbert, later to blossom out 
s America’s foremost operetta composer, play the solo part in the Philharmonic 
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Society’s premiere of his own second cello concerto. Dvorak expressed great 
admiration for the music of Herbert, then mainly known as a highly skilled 
cellist who had played with the Metropolitan Opera orchestra under Anton 
Seidl and in concerts directed by Theodore Thomas. 

Others believe the suggestion to write a cello concerto was made to Dvorak 
by Professor Hans Wihan, a friend and colleague in Prague. Professor Wihan, 
himself a cellist, wanted the work for his own public use. In any case the dedi¬ 
cation is to him. Wihan was one of two cellists who had an editorial finger in 
the Concerto pie. The other was Alwin Schroeder, consulted by Dvorak in 
New York about certain passage writing. The Wihan role is a little more 
complicated than Schroeders. 

In June,/1895, Dvorak informed his publisher Simrock that the “principal 
part with fingering and bowing indications has been made by Professor Wihan 
himself.” Wihan apparently wanted to go much further in the collaboration 
and argued heatedly with Dvorak as to what should and should not go into 
the Concerto. Fearing the stubborn professor might prevail on Simrock to 
incorporate his notions into the scoring, Dvorak wrote the publisher on Oct. 3: 

My friend Wihan and I have differed as to certain things. Many of the passages 
do not please me, and I must insist that my work be printed as I have written it. 
In certain places the passages may, indeed, be printed in two versions—a com¬ 
paratively easy and a more difficult one. 

The Finale closes gradually diminuendo—like a breath—with reminiscences of 
the first and second movements; the solo dies away to a pianissimo, then there is a 
crescendo, and the last measures are taken up by the orchestra, ending stormily. 

That was my idea, and from it I cannot recede. 

Just how much of Schroeder and Wihan survived disputes and consultations 
in the passage writing, there is no way of determining. Dvorak was not the first, 
and certainly not the last, composer to consult an expert on at least the practical 
side of the solo work. Some of the most gripping soliloquies in concerto litera¬ 
ture owe their origin, at least in part, to half-forgotten musicians who knew 
their violin or cello or piano as their composer friends could never hope to 
know them. Of course a Paganini does not consult a fiddler about a violin 
concerto and a Pablo Casals can get along nicely without calling in the 
Schroeders and Wihans. With them the solo writing begins at home. In other 
cases, calling in the specialist has saved the composer many later headaches. 

The world premiere occurred in London on Mar. 16, 1896, with Leo Stem 
as soloist, at a concert of the Philharmonic Society, led by Dvorak himself. 
The Society had invited him over for one concert the previous November, but 
he had delayed four months before finally appearing in the English capital. 
His Symphony in G and the Biblical Songs were also on the program. Published 
that year by Simrock, the Concerto brought the composer 6,000 marks. 
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Golden Spinning-Wheel (Op. 109), and The Forest Dove (Op. 110), which 
was finished at Vysoka toward the end of 1896. 

A Hero's Song (in Czech, Pizen bohatyrs\a ), the last in the series, forming 
Op. HO, does not tie in with the fantastic and legendary scope of the cycle. 
Instead its relation to the other “poems” is ethical and philosophical. Allegedly 
the motivating idea of the series is moral conflict and providential control of 
human destiny. The folkish flavor also proclaims its kinship with the other 
four. The “hero” of the title is no warrior, but an idealist crusading for “lofty” 
thoughts. The thematic scheme covers “strength, determination, disappoint¬ 
ment, protest, revived hope,.struggle, and finally triumph of the idea,” in the 
view of Otakar Sourek and Paul Stefan, Dvorak’s biographers. Sometime later 
it invited unfair comparison with Richard Strauss’s Fin Heldenleben, which 
followed it in six months, especially since it was assumed that Dvorak, too, 
intended the Hero's Song as autobiography. Sourek and Stefan find a parallel 
in the “hero’s final triumph” and Dvorak’s own career through the recognition 
and security that had come to him after the early years of struggle and 
uncertainty. 

Jan Lowenbach speaks of the work’s thematic unity and four-part symphonic 
plan as showing how Dvorak adjusted his classical preferences to free dramatic 
exposition. 

A swift opening section, Allegro con fuoco, is followed by a slow movement, 
Poco adagio lacrimoso. After a brief recall of the introductory theme, there follows 
a scherzo section, then a recapitulation of the opening part, with a brilliant climax 
leading to the finale. The main motives dominating the scheme alter and develop 
according to Dvorak’s philosophical plan of struggle toward victory, with new 
contrasts constantly enriching the development. 

Sourek and Stefan have labeled the three themes, “Determination” (with 
eight variations), “Disappointment,” and “Solace and Hope,” the third ap¬ 
pearing first in the middle part of the Adagio section. 

Gustav Mahler, who had been conducting the Vienna Philharmonic since 
Sept. 24, 1898, wrote Dvorak that autumn for permission to conduct his latest 
score, whatever it might be. Dvorak replied by forwarding his two latest com¬ 
positions, The Forest Dove and A Hero's Song . Mahler wrote back that he was 
“overjoyed” with both, and thus the premiere of Dvorak’s last symphonic work 
occurred in the Austrian capital on Dec. 4, 1898. Prague did not hear it until 
June, 1899, when Oscar Nedbal directed it. According to Mr. Lowenbach, the 
“symphonic poem” took nineteen days to sketch out in full, from Aug. 4 to 23, 
1897, at Vysoka. Although the score was ready for performance on Oct. 25, 
it lay In Dvorak’s desk drawer a year before Mahler received his appointment 
and made his request. 

The lapse of several months of creative inactivity between The Water Sprite 
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and A Hero s Song has been attributed to Dvorak’s grief over the death of 
Brahms, his friend and revered master. Dvorak attended the burial on Apr. 6 , 
1897, and was moved to tears by Richard von Perger’s funeral oration. The loss 
apparently left him powerless to work. He laid aside sketches for new com¬ 
positions, and the publisher Simrock’s reminder that he had promised Bralmis 
to arrange some of his last piano pieces was unavailing. At length Dvorak 
resumed work on a revision of his opera The Jacobins, and soon the impulse 
came to round out his cycle of symphonische Dichtungen with a fifth, A Hero's 


Carneval,” Overture for Grand Orchestra, Op. 92 

Dvorak, conceived the Carneval Overture as the middle unit of a "triple 
overture” designed to convey feelings aroused in him by "three great creative 

forces of the Universe.-Nature, Life, and Love,” the first and third embodied 

in the companion pieces In der Natur and Othello . 

A melodic theme, recurring in all three overtures, is supposed to reflect the 
composers awe before the “unchangeable laws of the Universe.” 

In Carneval, Dvorak is said to have imagined “a lonely, contemplative 
wanderer reaching a city at nightfall while a street carnival 'is in full swing. 
Instruments clang on all sides, mingling with the gay laughter of the* revelet's. 
who ,om m a brisk dance. The violins set up a wild cry as the wanderer is 
whirled ‘into the Bohemian revel.” 

As the hubbub subsides the listener is expected to follow “a pair of straying 
.overs. A solo violin chants a soft, theme, with the Kuglish horn and flnn-s 
miming m suavely, and a pastoral theme brings “recollection of tranquil scenes 

The peaceful mood is shattered by a return of the merrymakers, as the 
irusque Slavic dance of the opening section returns. All three themes, “the 
tumorous, the pathetic, and the pastoral,” merge, with the first dominant, and 
he overture ends in the first key, A major. 

, The “ tripI A e torture” served Dvorak as a "farewell” token when he left 

2 w T, T ? i , n , , ! 1C S i ,ing * mi :mtI M a <>' Krmmg to the 

Jew Wodd when he led his first concert here, at the Music Hall (umv (ianiegie 

IaH), New York, on Oct. 21 , 1892. The first occasion was its world premiere 
le second its American. * 

1.. s. 


"Slavonic Dances,” Op. 46 and Op. 72 


Dvorak’s first set of Slavonic Dances, issued in 1 S 78 , 
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Edward Elgar 

born: broadheath, near Worcester, England, june 2, 1857. died: Worcester, feb. 

23 , *934- 

From the point of view of one person or another I understand all my 
music has been a crime: “Coc\aigne,” the “Coronation Ode ’’ and the 
“Imperial March ” Yes, I believe there are a good many people who 
have objected to them . But 1 li\e to loo\ on the composers vocation 
as the old troubadours or bards did. In those days it was no disgrace 
for a man to be turned on to step in front of an army and inspire 
them with a song . For my part, 1 \now that there are a lot of people 
who li\e to celebrate events with music . To these people 1 have given 
tunes. Is that wrong? Why should I write a fugue or something that 
won’t appeal to any one, when the people yearn for things which can 
stir them ?— Edward Elgar. 


Variations on an Original Theme ("Enigma”), Op. 3 6 

F or a number o£ years following the first performance of this work in London, 
June, 1899, musical sleuths—from tyro to Tovey and back—conducted ex¬ 
haustive research, shall we say?, in the matter of identifying the characters 
professed by each of the Variations. Elgar had made cryptic utterances regard¬ 
ing the hidden personalities in the score, which only served to accelerate the 
hunt. “In this music,” he once said, “I have sketched, for their amusement and 
mine, the idiosyncrasies of fourteen of my friends, not necessarily musicians; 
but this is a personal matter and need not have been mentioned publicly. The 
"Variations should stand simply as a ‘piece’ of music. The Enigma I will not 
explain—its ‘dark saying’ must be left unguessed.” 

Nevertheless, the feverish activity of the “sleuths” was partially rewarded, 
and the rest of the mystery was finally cleared up when Sir Ivor Atkins, a very 
close friend of Elgar’s, aired the entire facts in the London Musical Times after 
the composer’s death. 

The fourteen Variations were marked with initials, pseudonyms, or asterisks. 
The first is a tonal portrait of the composer’s wife. The second represents the 
pianist H. D. Stuart-Powell. The third connotes Richard Baxter Townshend. 
The fourth describes, so to speak, William M. Baker, a country squire. 

Richard Arnold, son of the poet and essayist Matthew Arnold, is the subject 
of the fifth. Isabel Fitton, a viola player, is the “Ysobel” of the sixth. The 
seventh Variation, “Troyte,” refers to the aggressive and vehement Arthur 
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Troyte Griffith. The eighth pays an elegant tribute to \\ t 
patrician lady of the preceding generation. 

A. A. Jaeger was the inspiration for the ninth, wlma tart 
“Nimrod.” Of this Variation Elgar said, "It is a tvaml < 
evening talk when my friend Jaeger grew noble dni|ucmt 
on the grandeur of Beethoven and especially of his slow mo 
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thirteenth Variation. The fourteenth, and final one, is tSi 
portrait. 

Overture, "Cockaigne (in London 1 own) 

"When this overture was first played at. a Phittumnmn 
Queen’s Hall, London, on June 20, PHU, if gave me ta 
because it unashamedly tried to portray Iamdou in ,md 
less. “London, as represented by its parks and nprn quurw - I 
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Grove said of it. 
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of the sonata form as if he had the presumption to underauitd t 

Tovcy goes on to say that orchestration had not pirsmuT 
gift of English composers, yet Elgar had sura reded m hr-.*! 
quite suddenly by his use of “sonata form stated m inn 

orchestration.” 
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Further, he admits to finding no "vulgarity in Elgar’s Brass Band as it comes 
blaring down B flat street. . . . The Cockaigne Overture is true to nature and 
says its say straightforwardly in terms of the highest art.” 

The overture is scored for double-bassoon, four horns, two trumpets, three 
or five trombones, ketdedrums, bass and tenor drums, organ, and the usual 
strings and wood winds. 

The first American performance of the piece took place in Boston at a concert 
of the Boston Symphony Orchestra under the direction of Wilhelm Gericke on 
Nov. 29, 1901. On Nov. 8, 1914, Walter Damrosch and the Symphony Society 
of New York offered it in Carnegie Hall. 

R. C. B. 


"Falstaff”: A Symphonic Study for Orchestra 

Written for the Leeds Festival of October, 1913, Elgar’s Falstaff obtained its 
American premiere by the New York Symphony Orchestra on Dec. 12, 1913. 
It is an out-and-out piece of program music, whose subject is not the hero of 
The Merry Wives of Windsor, but the Falstaff of Henry TV (1 and 2) and 
Henry V. 

This study or, as it has also been named, symphonic poem—is in one move¬ 
ment with two interludes. Recognizably, there are four principal divisions to 
the music, as is also implied in the carefully contrived subtitles of Elgar, though 
none of these divisions is -shown in the score. He has named the sections: 

I. Falstaff and Prince Henry 

II. Eastcheap—Gadshill—The Roar’s Head, Revelry and Sleep 

III. Falstaff’s March—The Return through Gloucestershire—The New King 
—The Hurried Ride to London 

IV. King Henry V’s Progress—The Repudiation of Falstaff and His Death. 

Elgar’s hero is by no means the character of Morgann’s description, “made 
up by Shakespeare wholly of incongruities—a man at once young and old, 
enterprising and fat, a dupe and a wit, harmless and wicked, weak in principle 
and resolute by constitution, cowardly in appearance and brave in reality; a 
knave without malice; a lyar without deceit; and a knight, a gentleman and 
a soldier, without either (xz^r) dignity, decency, or honour.” 

The composer flouts the image of Falstaff evoked in The Merry Wives of 
Windsor, that “caricature, which, unluckily, is better known to English play¬ 
goers than the real Falstaff.” He prefers to clothe him with the virtues implicit 
in three words,—knight, gentleman, and soldier—all contained in the last 
clause of Morgann’s statement. 

Another musical interpreter of Falstaff, Giuseppe Verdi, saw the character 
as a “rogue who commits every kind of rascally action, but in an amusing way ” 
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Yet the opera libretto by Amp. «*■ to* to '>* 

tion to be found in H«r, IV. with patua.la, ,e, 
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“Sweet wag, when thou art king.* 1 
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March, "Pomp and Circumstance/* in 1 ) ma 

Premiered on Oct* l { k IW, lit l amp ** 4 , f rndm !, »e C- 
concert of the Liverpool Orchestral &« }«*?*,, da, . a; 
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critics taunted Elgar with writing “a plain, honest tune which the man in the 
street could sing or whistle,” he retorted: 

Why should I write a fugue or something that won’t appeal to any one, when 
the people yearn for things which can stir them? With regard to the Pomp and 
Circumstance marches, I did not see why the ordinary quick march should not be 
treated on a large scale in the way that the waltz, the old-fashioned slow march, 
and even the polka have been treated by the great composers; yet all marches on 
the symphonic scale are so slow that people can’t march to them. I have some of the 
soldier instinct in me, and so I have written two marches of which, so far from 
being ashamed, I am proud. 

As further rejoinder, he asked: “Why should a composer always write in an 
exacting spirit? Why not relax the bow occasionally?” 

Elgar’s D major march follows a simple A-B-A-B pattern, with the rugged 
introductory theme representing A (Allegro, con molto fuoco) and a majestic 
trio theme (Largamente) representing B. After the trio subject is repeated, a 
resounding coda sets in. Shortly after composing the march, Elgar used the 
trio melody as the final chorus of his Coronation Ode, with words by Arthur 
Christopher Benson. So stirring was the effect of the finale at the premiere of 
the Ode in Queen’s Hall, London, that the composer was brought back to the 
stage five times. One enthusiastic patron shouted down from the balcony: 
“Let’s have the last part again!” The original trio tune, with Benson’s words, 
is now widely known as “Land of Hope and Glory,” the refrain of which runs 
as follows: 


Land of Hope and Glory, Mother of the Free, 

How shall we extol thee, who are born of thee? 
Wider still and wider shall thy bounds be set; 

God who made thee mighty, make thee mightier yet. 


L. B. 









Georges Enesco 

born: dorohoiu, Rumania, aug. 19, 1881. 

People have been puzzled and annoyed because they have been unable 
to catalogue and classify me in the usual way. They could not decide 
exactly what type of music mine was. It was not French after the 
manner of Debussy, it was not exactly German, they declared. In 
short, while it did not sound outlandish, it did not closely resemble 
anything familiar, and people are annoyed when they cannot readily 
classify one .— Georges Enesco. 


"Rumanian Rhapsody in A major,” Op. 11, No. 1 

Georges Enesco himself conducted the world premieres of his first and second 
Rumanian Rhapsodies at one of Pablo Casals’ concerts in the Salle Gaveau, 
Paris, on Feb. 7, 1908. By then it had become clear that a new voice had joined 
the swelling chorus of European music, a voice from a hitherto quiet corner of 
the music world. Creatively, the history of Rumanian music almost coincides 
with the career of Georges Enesco. Before that there had been good schooling 
and good performance and a great deal of folk singing and dancing. But in the 
art circles of Europe, Rumania had been conspicuous by her absence. 

And in Enesco, Rumania presented a spokesman who combined two great 
virtues. As a technician he could match the best other countries could offer, 
He was a pianist, a violinist, a cellist, an organist, and conductor, and had wot 
arrlaim in the Vienna and Paris conservatories. Composers like Faure and 
Massenet had early recognized his gifts and encouraged him to go on. Then 
Enesco was a staunch nationalist, steeped in the folklore and tradition of hit 
land, and eager to make his music a channel for this legacy. Very early Enescc 
began to write music around his country’s popular songs and dances. Then 
was a Poeme Roumain, a Pastorale Fantasie, and then came the Rumamat 
Rhapsodies. Of course, there was more to Georges Enesco than folklore anc 
rhapsody. There was music stricdy his own, with traces of French and Germai 
influences, to be sure, but music of a sensuous character that reflected persona 
esthetics rather than national moods. Essentially, however, he was and remain 
a Rumanian in music. 

In the First Rumanian Rhapsody, Enesco is, of course, the nationalist. Thea 
are genuine folk motives that appear and reappear in the pulsing web. Then 
are dances colored in the rustic ways of the peasantry and themes of a market 
( gypsy flavor, all a-throb in a heaving carrousel of rhythm. “There is no hypei 
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^^ment, no devitalizing or polishing up of the original tunes,” wrote Olin 
'"^xies in his review of the Boston premiere in 1912. “They fly by in rotation, 
and faster, wilder and wilder, with capricious changes of rhythm, sudden 
^issimos and mad bursts of tone, and whirling figures that set off the flight 
main melodies.” 

Vx*d what were these melodies like ? Did the Rumanian folk tune have a 
3-lity of its own? Yes and no. Enesco himself has said Rumanian music shows 
of Indian and Egyptian folk songs, brought in by nomad captives of the 
-ient Romans. This may account for the Oriental sensuousness. Then there 
■ tints of Magyar and Slavic influences and the warmth and animation of 
sources. So that Rumanian folk music is almost a unique amalgam of 
*ltiple racial elements. Chief among the types of Rumanian melody are the 
(laments) and the dances Sirba and Hora, of which Dinicu’s Hora 
l <?cato is a now famous example. 

the rhapsodic scheme of the A major, the main role is played by a widely 
pillar drinking song “Am un leu si vrau sa (“I have a coin and I want a 
•ixk”). It emerges at the very beginning in fragments given out by the 
Jrinet, answered by the oboe, and before long it is dancing merrily among 

- strings. Four other melodies appear in the course of the Rhapsody . They 
-ceed each other in a span of growing intensity. Though one or two themes 

- developed slightly, the changes are rather shifts in pace and orchestral color, 
xe transitions are such as to give the impression of gathering momentum 
'V'ard an exciting goal. There are moments of deceiving repose, sudden 
adlong sweeps like chromatic descents among the wood winds, and toward 

- end a maddening accelerando that seems to catch the frenzy of a dance 
rnival at its climax of whirling revelry. 


L. B. 





Manuel de Falla 

born: CADIZ, SPAIN, NOV, 3 J, 1 876* 

Falla's music is completely Spanish in feeling and expression. AH the 
characteristic features of Spanish popular music are to he found in 
his wor\s. So authentic is his reconstruction of the native idioms that 
many critics have classified a wor\ ll\e “El Amor Bmp* as a puce 
folklore product . But this ballet contains not a single folff tune, 
though it is directly inspired by the gypsy folklore of Andalusia. The 
process by which Falla achieves this authentic yet personal reconstrue* 
tion is one of assimilation rather than imitation*'-* Gilbert Dicahk, 


Three Dances from the Ballet "The Three-cornered I Iat” 
("El sombrero de tres picos”) 

(a) The Neighbors, (b) The Miller's Dance, (c) Final I >,mcr. 

Pedro de Alarcon’s racy novelette El sombrero de tres picos was. the source of 
Manuel de Falla’s picturesque ballet. The story of thr amorous euurgidnr and 
the miller’s wife had come to the attention of Serge de i haghilrff, while the 
Russian Ballet was touring Spain. It seems that de Falla had abrade written a 
score for a “pantomime” adapted from Alarcon’s tale by the playwright 
Martinez Sierra. As such, the work had been warmly au burned at the Kdava 
Theater in Madrid. It then bore the title El amegidor y ia mtdinera, After 
de Falla had played parts of the score for Diaghildf, the noted ballet impresario 
urged the composer to rearrange the music for the dance. In ?hc “pantomime” 
the story, as Cyril W. Beaumont points out, “was so imtttiffly rvptrssrd as tn 
leave little or nothing to the art of the choreographer.” Dr India revised the 
score, also adding the Farucca and Jot a. Leonide Massine, enchanted with 
Andalusian song and dance, set to work on the choreography. 

For atmosphere Diaghileff, de Falla, and Massine visited colorful out oh 
the-way places in Andalusia, “One night ” writes Beaumont, V* they walked 
in the streets, they encountered a blind man, chanting a melody ut the 
accompaniment of a broken guitar.” I he same melody is used by de Falla tn 
his score. The ballet hi sombrero de tres picos f with choreography by Mawntc 
and decor by Pablo Picasso, was first produced at the Alhambra Theater, 
London, on July 22, 1919. Massine danced the Miller, Thamat Rat savina the 
Millers Wife, and Leon Woizikowsky the corregidor. Two days later flic 
Daily Telegraph said of the new ballet: 
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>ver the whole brisk action is the spirit of frivolous comedy of a kind by no 
tns common only to Spam of the eighteenth century. A young miller and his 
i are the protagonists, and if their existence be idyllic in theory, it is extraor- 
inly strenuous in practice—choreographically. But that is only another way of 
ng that M. Massine and Madame Karsavina, who enact the couple, are hardly 
off the stage, and that both of them work with an energy and exuberance that 
ost leave one breathless at moments. The miller and his wife between them, 
ever, would scarcely suffice even for a slender ballet plot. So we have as well an 
rous Corregidor (or Governor), who orders the miller’s arrest so that the way 
be cleared for a pleasant litde flirtation—if nothing more serious—with the 
ivating wife. Behold the latter fooling him with a seductive dance, and then 
mg her admirer with such agility that, in his pursuit of her, he tumbles over a 
= e mto the 111111 stream - But, as this is comedy, and not melodrama, the would-be 
: experiences nothing worse than a wetting, and the laugh, which is turned 
ast him, is renewed when, having taken off some of his clothes to dry them, 
gone to rest on the miller’s bed, his presence is discovered by the miller hims elf’ 

, in revenge, goes off in the intruder’s garments after scratching a message on 
va to e ^ ect that Your wife is no less beautiful than mine!” 

the concert suite drawn from the ballet score, the first dance is entitled 
s Neighbors,” the second “The Miller’s Dance,” the third “Final Dance” 
first (Allegro ma non troppo, D major, 3/4) evokes a scene in festive 
d as the neighbors gather outside the miller’s house on St. John’s Eve. 
second (Moderato assai, molto ritmico e pesante, C major, 3/4), typically 
alusmn in its contrast of strong rhythms and languorous melody, depicts 
^iher s rough, forthright nature, with its tinge of melancholy. To Joaquin 
na this dance “was like an affirmation of Southern art.” The third dance 
-gro ritmico) is a Jota in triple time, shifting in mood and rhythm and 
itmg to a brilliant finale, which accompanies the FalstafiF-like drubbing 
e amorous magistrate. 6 


uite from the Ballet Pantomime El amor brujo ("Love 
le Sorcerer”) 

sorio Martinez Sierra based his libretto for this “ballet with voice and 
stra on an Andalusian gypsy tale. J. B. Trend observes that the story 
-s from the folk tale, found from Cornwall to Czechoslovakia, in which 
host of the dead lover always appears at the moment when a new lover 
o take his place. . . . Falla’s ballad shows how ‘love lays the specter’ 
he method employed is, as might be imagined, dancing.” El amor bruio 
pven its premiere at the Teatro de Lara, Madrid, Apr. 15, 1915, with 
-a Impeno as the soloist. Later a concert version was performed at 






26o the concert companion 

Madrid during the 1915-1916 season, at one of the events scheduled by the 
Socieda’d de Musica, E. Fernandez-Arbos conducting. Arturo Toscanini led 
performances of the’ complete work at concerts of the Philharmonic Society, 
Mar 1 and 2, 1928, Sophie Braslau appearing as the assisting artist, and again 
on Apr. 19 ’and 20, 1934, during his conductorship of the Philharmonic- 

Sy kfn-Aubrey declares that the thematic material of El amor brujo is "built on 
rhythms modes, cadences, or forms inspired but never directly borrowed from 

Andalusian folk song_We should be wrong to see in Falla nothing but 

an ‘evoker’ of picturesque Spain. He is rather a poet of Spanish emotion.” 

Tllp . rnr . ,jic for two flutes, piccolo, oboe, two clarinets, bassoon, two horns, 

two mumpets, tympani, piano, bells, and strings. 

The various episodes of the Suite, together with an English translation of 

the text, follow: 

r introduction and Scene (Allegro furioso, ma non troppo vivo, 3/4). Featured 
in this section is a decisively rhythmic figure, which becomes developed in another 

Pa jl “The Gypsies—Evening” (Tranquilb e misierioso, 3/4). There are thirty, 
three measures of prelude, following which a sob by the olwe ushers in the first of 

III. ‘Chanson du chagrin d’amour” (Allegro, 3/4, 6/H). 

Ay, I do not know what I feel, nor what passes over me, 

When this cursed gypsy is far away; 

My blood burns from jealousy as fire hums in I Jell, 

When the river calls, ay, what docs it want to say? 

What does it mean to say } Ay! 

For love of another he forgets me, ayl 
My pain tortures me, 

My love poisons me# 

My pain kills me—ayl 

IV. "The Homecomer” (Vivo, run n«i rmppo, 2/4). A muted trumpet play* i 
solo, followed by fast scales and glivundo*. in «*«<d wind, strings and pi,mu, 

V. “Dance of Terror” (Allegro ritmuo, 2 4). The olwc and a muted troropr 
succeed each other with solos over accompaniment by piano, tympani, boms am 
strings pizzicato. There is a furious climax ami the sound makes sudden shut 
from pianissimo to fortissimo, 

VI. “The Magic Circle" (Andante mdm V*)- A mysterious wjitriK 

—piano, muted ’strings, and muted trumps. Tir flutes nil** t\v? phi 4m 

and the strings close the action. 

The clock strikes twelve (txnm e hmunol, as prrpnm to rinjcl et 

spirits with her dance, ^ ^ ^ 

VII. “Ritual Dance of Fire" (Allegro, itu mm tmppo* f penantr A 

of twenty-three measures, the ob*)C thru the uum them* 4 , Hubmptr titty li 
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first violins and both horns (unison) bring on a second theme, 
second violins, together with a flute, announce the third. 

VIII. “Scene” (Poco moderato—Allegro—Tempo primo, 3/4). 
by the oboe, the strings—fortissimo—reminisce on the theme of 
Solos for flute and oboe, and then a fermata. 

IX. “Song of the Will-o-the-Wisp” (Vivo, 3/8). 

Oh, this love’s a Jack-o’-lantern, 

Jack-o’-lantern is his way! 

Then, alas, those black eyes flaming, 

They saw Jack-o’-lantern play! 

Oh, this love . . . etc., etc. 

Alas for the heart that’s sorrowful 
And burns in that flame alway. 

Oh, this love . . . etc,, etc. 

X* “Pantomime” (Allegro, 3/4). The theme of the Introduction is developed by 
the full orchestra. A pause, and then begins a poetic nocturne in G major (Andan- 
tino tranquillo, 7/8). 

A solo cello sings a tender song over a whispered accompaniment by flutes, 
strings and piano. And later the first violins and violas take up the lyrical strain. 
While the strings play a soft series of chords, the oboe floats above them (molto 
tranquillo, poco rubato). Now the cello’s song is sweetly recalled by a solo violin; 
and solos for horn and trumpet end the section. 

XL “Dance of the Game of Love” (Allegretto mosso, 3/8, 3/4). 

You are that wicked gypsy that a gypsy loved. 

The love she gave you, you did not deserve. 

Who could have said that you would betray her for another?. 

* * * 

I am the voice of your destiny, 

I am the fire in which you burn, 

I am the wind in which you sigh, 

I am the sea in which you drown, 

XII. Finale—‘Morning Chimes” (Allegretto tranquillo, 4/4). 

And now the day is dawning. 

Ring out, O bells, ring out! 

For the glory of my love returns. 


Finally first and 

Following a solo 
the Introduction. 


3K* C. B. 





Gabriel Faure 

born: pamiers, France, may 12, 1845. DIED: Paris, nov. 4, 1924. 

It is not difficult to see why Fame's example was inspiring to a gen¬ 
eration of composers who were quickly tiring of impressionism. 

They easily overlooked the fact that Fame had his roots in the 
romantic movement, because his was a pre-Wagnerian brand of 
romanticism — delicate, reserved, and aristocratic. Moreover, no matter 
what its derivation may have been, it possessed all the earmar\s of 
the French temperament: harmonic sensitivity, impeccable taste, 
classic restraint, and a love of clear lines and well-made proportions . 

—Aaron Copland. 

Ballade for Piano and Orchestra in F sharp major, Op. 19 

Originally written for piano solo in 1881, the Ballade was later made into the 
present orchestral version. Alfred Cortot, celebrated French pianist and cham- 
pfo^ of French music, discusses the work in his book L& usi^jac jvuHcuisc 
de piano:, 

# Faure’s individuality is recognizable at once in the completely novel concep¬ 
tion of a form that seemed to have been fated, by Romanticism, to the exclusive 
expression of passionate and heady emotion. To the contrary, the work is calm and 
controlled in an atmosphere of quiet happiness, which emphasizes an instrumental 
technique, deliberately light and pellucid. . . . 

The grace of the orchestral version, where the added instruments assume part 
of the original harmonic framework, seems to me greater than that for the piano. 
The variety of timbres accentuates, yet without allowing it to predominate, the play 
of translucent, quicksilver virtuosity, the swirl of arpeggios, the rushing flight of 
scales, the mad ripple of trills, and from this point of view holds several attractive 
modifications. 

Though he composed a number of large works, such as the D minor 
Symphony, Op. 40, the present work, the Violin Concerto, Op. 14, the Requiem 
and some others, Faure is best known for his chamber music and songs. Among 
his other compositions are his only opera Penelope (produced at Monte Carlo, 
Mar. 4, 1913) and also incidental music for quite a few dramatic productions, 
notably Alexandre Dumas’ Caligula, Edmond Haracourt’s Shyloc\, after 
Shakespeare, and Julius Caesar, by the last-named. 

The distinguished American composer, Aaron Copland, has written of 
Faure in his book Our Isfew Music: 

It is true, of course, that Faure’s influence was confined almost exclusively to 
France. Nevertheless, as he was head of the Paris Conservatory for fifteen years and 
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the teacher of Ravel, Florent Schmitt, Roger Ihicasse, Nadia Boulanger, ami many 
other leading figures in French musical life, his artistic principles gained broad 

circulation* 

“It was during the last twenty-five years of his life, when Fame had already 
passed the half century mark from about !S’),S to I«.M that he really found 
himself as a composer. 'Ehis means that Fames best wotk was wtitten at a time 
when impressionism held the center of the stage in Etance, It follows, therefore, 
that interest in his work was quite overshadowed hv the more spectacular achieve* 
ments of Debussy. Nevertheless, if he was able to steer a course all his own, 
completely free of impressionist influence, it was la-cause of the strongly personal* 
character of his musical nature, 

K. C. B. 

"Pavane” and "Fileuse” 

Fai^rk’s I’avank is often compared with Ravel's Pavane pour urn Infante 
tUfunte, and even confused with it. Yet, despite the elegiac nuaul dominating 
both, they differ widely in melodic and hat monte treatment. Besides, a chorus 
is optional in die Fame score, the full title of which trails, t'avane pour on he.. 
tre,aoec duettr atlJiNtnm. The pinr dates from ISS7 ami was premiered in 
laris a year later. The store calls for wood winds and horns in pans, besides 
strings, lake the Ravel l\u<ane, the work is built mound a single basic theme, 
announced by solo flute (Andante molto modrt.md at the second measure 
dguiust |u//it4i«i figures in iltr Hcvutiul viultiH utul vit4,is, 

The delicately woven interlude Fitru.e is taken bom Fame's incidental 
music to an F.nglish vetsiott of M.mtiie Maetetlitu k\ tragii stage fable Vcilea< 
et Melimnte. 'Ehe translation was made for Mis. Batrak Campbell, who fitst 
appeared m it at the Riinre of Wales Thrafrt, Lmdott, o„ futte .’1, IsuS. 
America first heard the Fame score as part of that ptodmtioti timing Mis. 
Campbell s tour in l*#!,’. As an onlu-stta! suite the must, was fust braid at a 
Lunourrus comm in Baris on FVb. -I, F'ltl, , m d dim mmastnl ui dure p.rtes: 
Ire lute, luieu.e, and Death of Meii.anJe, It was dim. published bv j, H.mtelle 
iiu^uis in /\ w,i\ *,uh%njytn!iv *t*!4r*l ?u tUr ntitfr* 

Iln- French wonl fiteme means "spitmet." The mu-.a. (And.mrmo, quasi 
allegretto, C; major, k d), cuusfttuimg the pkiv’s snood etm'a.tr, sets the mood 
lor the opening scene of Act III, the stage daemons lot who It te.,,1: "A morn 
in the castle. Bellcas atnl Mebsamlr ate disowned. Mr'hs.mdr is at the back 
at the room, spinning," Musk ally, Maetetlunk's plav evokes the name of 
Debussy, rather than that of Fame, Debussy's fatuous Hue diauta I'ettea, el 
Mehutmle was staged for the fitst time at the < fpera Cotmqnr in Bat is, m F'll.’, 
with Mary Garden as the wistful woodland wad. The ".evoluiiotiaty" store 
•tirrctl up a sliarp nutttovrrsy. Fame's, antedating it bv font vr.us am! Jess 
inorthndme in idiom, made its wav peacefully mm the totem tepettoty, 


i.. ». 





Oscar Lorenzo Fernandez 

BORN: RIO DE JANEIRO, BRAZIL, NOV. 4, 1897. 

A Brazilian music critic has called Fernandez “ brasileirissimo” in 
appreciation of his devotion to the spirit of native folklore. Fernandez 
uses both the method of actual quotation of popular songs and the in¬ 
vention of original melodies in the native vein .— Nicolas Slonimsky. 


"Batuque” from the Suite "Reisado do Pastoreio” 

composed in 1930, “Batuque”—subtitled “Danza di negri”—is part of an 
•rchestral suite, Reisado do Pastoreio . It was first performed in Rio de Janeiro 
>n Aug. 29 of that year by the National Music School orchestra, with Francisco 
Jraga conducting. The American premiere of “Batuque” occurred in Boston 
n Apr. 4, 1937, at a concert of the State Symphony Orchestra, with the 
Brazilian Burle Marx conducting. It was also performed at the World’s Fair 
/lusic Festival on May 4, 1939, with the same conductor, and at the Lewisohn 
tadium on July 16, 1942, when Efrem Kurtz directed the New York 
Philharmonic-Symphony. Mr. Kurtz led the first performance by the Society 
n Carnegie Hall on Mar. 21, 1943. The NBC Symphony has also played it. 

The three-part Suite consists of a “Reisado” (song and dance of the Magi), 
Toada” (“Tune”), and “Batuque” (“Danza di negri”). Said to have been 
rought to Brazil by African slaves, the “batuque” is defined as “a style of 
ance of the Negroes,” with the Portuguese verb batucar meaning to dance 
le batuque. Nicolas Slonimsky was quoted by John N. Burk, annotator of 
ae Boston Symphony Orchestra, in describing the “batuque” as a Negro dance 
sually marked by “strong, insistent rhythms, against the background of an 
stinato figure, which would, when translated into Western terms, classify it 
nth the passacaglia.” 

In writing “Batuque,” Fernandez had in mind some “mysterious Negro 
itual” of the Brazilian jungle. On the first page of the score appear the words: 
Deep night. From the forest comes a somber rhythm of dancing. It is the 
ivage Batuque of the Negroes. A fierce crescendo carries it to the point of 
aroxysm.” The scoring is for one flute, two piccolos, two oboes, English horn, 
no clarinets, bass clarinet, two bassoons and contra-bassoon, four horns, three 
‘umpets, three trombones, tuba, tympani, snare drum, bass drum, cymbals, 
im-tam, piano, and strings. 

The Revista Brasiletra de Musica of June, 1938, observed that if Fernandez’s 
ame disguised his Brazilian origin, “Batuque” alone would certify it. “It is 
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utterly Brazilian,” it insisted, “with no trace of any element not stemming 
from the native soil" According to the writer, “the strongly dissonant har 
monies prepare the ear and spirit for the Negro mystery; the basses announce 
the tense anti barbarous atmosphere in which the tragedy of the race will h 

enacted." Fernandez, makes marked use in the “Battuple” of the Mixolyduu 

mode dominant in Negro Brazilian folk music, A theme of “African cantilena' 

first chanted by the horn, runs through the work as “an indlahle lament/ 

Over the persistent rhythm of the basses, the “lament” grows in color and vigo 
against varying eounteipoint. The scheme is boldly polytonak notably when 
the “ritual" is supposed to grow frenzied and “the assembly is seized with at 
almost paranoic delirium." 

Fernandez has still another symphonic “Battujue” to his credit, deriving 
from his folk opera AMmuirie, based on a Ika/iltan legend. It won the Nev 

Music prize at dir Bogota Festival in BHH, tu all his music, FVmandez strive 
to apply modern technical resources to the full exploitation of native rhythm 
and melodies, t ie dors not hesitate to ifttotr freely from popular sources when 

necessary for color and atmosphere, 

Fernandez has been called “brasiteirbsimo " second only to Heitor Villa 
Lobus in national esteem. He studied at the Institute Naeional tie Mtmea it 
Ms native Kin, becoming ptofessnr of harmony there b 1H21 Ilk Trio lira 
sileim $ largely basal on folk themes, won first prize in an Internationa 
Composers* Contest in Rio in 1-/4. Fernandez founded the magazine Him 
mom Miou-J lit B*H and in BLo was appointed director of the Braziluu 
amservatotv. As conductor hr \m toured South America and Cuba. 


Arthur Foote 

BORN: SALEM, MASS., MAR. 5, 1853. DIED: BOSTON, APR. 8, I937. 

He hnew what he wanted to say and how he wanted to say it. Thus 
his music was distinguished by clarity and directness , good taste and 
craftsmanship. To say that it is not great music is not to belittle its 
importance in its day .— John Tasker Howard. 


Suite for String Orchestra in E major. Op, 6 3 

The Suite was written in 1907. All told there are three sections to the compo- 
sition, a Pizzicato replacing an earlier second movement. The work was given 
its first performance at a Boston Symphony concert in Boston on Apr. 16, l'H)*), 
under Max Fiedler’s direction. It was published the same year and dedicated 
to Fiedler. The composer’s own description of the complete score follows: 

The Prelude (E major, 2/2) is brief and is based throughout on the first phrase 
of eight notes; it is of a flowing melodic character with much imitation among, the 
several voices. 

The Pizzicato (A minor, 6/8) is continuously so; it is interrupted by an Adagtrttn 
(F major, 3/4) which is played with the bow (arco), the instruments being muted. 

The Fugue is in E minor, 4/4, and is pretty thoroughly planned out. with a long 
pedal point just at the last return of the theme; there art: no inversions or augmeu 
rations, etc. The first four notes of the theme are heart! often hy themselves, ami. if 
those notes are observed by the listener at their first entrances, the Fugue will Itr 
very clear at the first hearing. 

Arthur Foote, a music pupil of John Knowles Paine at Harvard College, 
later studied organ and piano with B. J. Lang. He was organist <4 the First 
Unitarian Church, Boston, from 1878 to l')l<). He made many appeal utters also 
as pianist, though composition was his major love. He wtote many works, 
including orchestral pieces, items lor chorus anti orchestra, many * hatttlrct 
compositions, and some HO songs. 


K. C. 8. 



Lukas Foss 


BORN: BERLIN, AUG. 15, 1922. 

The artist who feels that his art is not an escape from the world, but 
a direet expression of it, this artist always has the urge to come to 
grips with the problems of his time and see\s their solution in his 
particular field of expression • Time can thus become a great incen - 

tit/c\— Lukas Foss. 


"The Prairie/’ a Cantata for Mixed Chorus, Four Solo 
Voices, and Orchestra 

s Cantata is a setting of Carl Sandburg’s poem “Prairie” (from the 
etiem Cornhus^ers) y as adapted by the composer. It obtained its first per- 
nmee—by the Collegiate Chorale, Robert Shaw, director—in the Town 
[ on May 15, 1944. On that occasion the printed program contained this 
meat by Mr. Foss: 

xc attempt to develop an oratorio style based on the American soil and spirit is 
new, but Sandburg s epic poem, it seems to me, offers new possibilities in its 
ly and almost religious approach. It is a new expression of an old faith drawn 
i the native soil. The protagonist, simply, is the prairie, but through this poem 
prairie grows until it becomes the symbol for the all-embracing principle of 
ah itself. 

r. Foss's own explanation of his work follows: 

xe opening movement, which has the nature of a prologue, speaks of the prairie, 
"d are accustomed to visualize it. The author, in a pastoral tenor solo, sings of 
i valleys and far horizons, and the music breathes fresh air. After this pastoral 
xluction, a fugue is heard in the orchestra, above which the chorus takes up 
vv theme in the manner of a chorale. This is the voice of the prairie: “I am here 
n the cities are gone. I am here before the cities come. ... I am dust of men. 
I who have seen tine red births and the red deaths of sons and daughters, 
te peace or war, I say nothing and wait.” 

i a complete contrast, a folklike movement follows, but the melodies remain 
nul throughout the work, no native tunes having been used. With the reentry 
lie chorus, the prairie becomes “mother of men, waiting.” Then the author 
ars far hack into the past and we see the cities rising on the prairie, out of the 
rie, while the chorus chants of the years when the red and the white man met. 
talc voice calls out: “To a man across a thousand years I offer a handshake; 
/ to him: Brother , mal{e the story short, for the stretch of a thousand years is 
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, on” In nigged 5/4 and 7/4 rhythms follows what may be styled the industrial 
ction ending with a fugue for male voices on the words: “What brothers these in 
le dark of a thousand years.” A lyrical intermezzo brings us back to the prairie, 
his consists of a short a capella chorus “Cool Prayers,” a soprano song, “O Prairie 
irl ” and a scherzando duet, “Songs Hidden in Eggs.” These are held together 
f a dreamy little shepherd’s lay, a nostalgic wood-wind refrain of the prairie. The 
nor’s voice introduces the seventh and last section, and everyone joins in the final 
ymn to the future, expressing the healthy and sunny optimism unique to this 
juntry: “I speak of new cities and new people. I tell you the past is a bucket of 
;hes. ... I tell you there is nothing in the world, only an ocean of tomorrows.” 
hus', having opened to us the past and the present, the prairie announces the 
lture, “Tomorrow is a day. 

Under Artur Rodzinski’s direction The Prairie was given its first Phil- 
armonic-Symphony performance on Jan. 18, 1945. 

Although Lukas Foss is of foreign birth, he prefers to be—and generally is— 
msidered an American composer. Arriving in the United States at the age of 
teen, with four years’ attendance at the Paris Conservatory already to his 
redit, he was exposed, during his most formative years to the American idea, 
foreover, he reached his majority in this country, duly becoming a citizen, 
ad he confesses to a feeling and appreciation of it equal to those of a devoted 
tive son. He entered the Curtis Institute of Music in Philadelphia, where he 
udied composition with Rosario Scalerio, conducting with Fritz Reiner, and 
iano with Isabelle Vengerova. He was graduated with honors three years later, 
le became a member of Serge Koussevitzky’s conducting classes at the three 
rmmer sessions of the Berkshire Music Center and, while there, he also took 
aul Hindemith’s courses in composition. Subsequendy, he worked with the 
stinguished composer at Yale University. 

Mr. Foss has composed a number of works, most of which have obtained 
erformance. He wrote incidental music to Shakespeare’s The Tempest on 
nmmission from the King-Coit School for a Theater Guild production of the 
lay. The score was a Pulitzer Prize winner in 1942. The League of Composers 
as presented his Sonata for Violin and Piano, a trio of pieces for two pianos, 
nd a Duo for Cello and Piano, all of which have also been given radio per- 
jrmances. An Allegro Concertante, several piano, two-piano and violin works, 
nd other items are included in the list. On Oct. 15,1943, the Boston Symphony, 
nder the direction of Serge Koussevitzky, offered the premiere of a purely 
rchestral composition by Mr. Foss. Its title, too, is The Prairie. Yet the re- 
;mblance ends almost there, for the only relationship between it and this 
lantata lies in the fact that the composer built his orchestral score on themes 
rom the latter. „ „ „ 
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Cesar Franck 

born: liege, Belgium, dec. io, 1822. died: Paris, nov. 8, 1890. 

All true creators must be in advance of their time and must of neces¬ 
sity be misunderstood by their contemporaries. Cesar Franc\ was no 
more of an exception to this rule than other great musicians have 
been; li\e them, he was misunderstood .— Guy Ropartz. 


Symphony in D minor 

I. Lento; Allegro non troppo. II. Allegretto. III. Allegro non troppo. 

Mild-mannered and serene, an angel in piety, Cesar Franck was the last man 
on earth designed by nature and God to become a storm center. But the pious 
and humble organist of Sainte Clothilde, the Conservatory teacher who had 
made daily rounds of instruction for a few extra francs, had found the key to 
a new art. And promptly believers hailed him as a musical Messiah. Just as 
readily flocked the disbelievers to deride and silence him. Partisanship clashed 
noisily about his head. To his disciples he was the maitre of maitres, the angel 
of a new Annunciation. To his detractors he had betrayed French music to 
German academicism. To the composers who clustered lucratively about the 
opera houses he was enigma and anathema both. Rabid nationalists concerned 
with keeping the tradition of French verve and gaiety brushed the new music 
aside as the work of an alien, a Belgian, a Walloon. What had Paris to do with 
deep, sober thought in music and the chanting of celestial choirs? 

Definitely something new was to sweep like a tide over French music, and 
this modest and serene soul, steeped in the Catholic faith and a classicist at 
heart, was responsible. For a vision had come to Pere Franck, and men who 
have visions have followers. And their followers must arm against infidels. 
In the deep recesses of his soul Franck had viewed divinity. Like many before 
him he gave his vision glowing utterance. Painters, poets, and prophets before 
him had gloried in the unveiled mysteries of the Beyond. They were called 
mystics. Cesar Franck belonged in their company, and a new word entered the 
teeming glossary of music—mysticism. d’Indy, Chausson, Ropartz, among 
others, were to propound the new gospel. And their testament was the D minor 
Symphony. 

To express this fervent message, Franck employed the full resources of 
classical form, but his idiom was romantic—fiery and personal. His methods 
and technic were modern. He viewed design with the discipline of an eight¬ 
eenth-century composer, and he was launching an epochal device of composi- 
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tion, one never fully exploited before, the cyclical form* He organized his 
material with superb singleness of aim. The plan of his symphony* fully 
expounded, was a marvel of logic and evolution. And this, too, incensed the 
champions of freedom in French art. In short, Franck had couched his vision 
in solidly grounded terms. Knowing the man, his goodness and honesty, his 
disciples did not misplace their faith. 

For Franck regarded his work in music as a mission. For if he sacrificed 
prospects of worldly gain. Fame never entered his scheme, of things. The glory 
came after him. He considered his art as a sacred trust and himself a mere 
witness of the Light. Sincerity was the keynote of his creed. Sham, pretence, 
and bombast were alien to it. Accordingly, the I) minor Symphony* whatever 
its structural faults, is the work of a supreme artist intent on absolute riuth tit 
revealing himself and his faith through an expressive medium* Few musical 
works come as close to saintliness. In shaping his rapture, technic atnl form 
merged and dissolved. The result was pure vision in terms of music. In the last 
analysis, art becomes as irrelevant to the artist as religion to the saint. 

Debussyites and Franckists have often come to grips over the respective 
claims of their founding fathers. Mysticism ami impressionism would seem to 
be poles apart, the one a sudden grasp of divine truth, the other a keen discipline 
of the senses, at best symbolism. Yet Debussy's tinctured skies amt was **m) 
Franck’s angelic whirrings have much in common, Both report Hashes of ijittii 
insight. Intuition is their open sesame to fresh sources of knowledge, Both dwell 
in a starlit cosmos of imagination, and the world is the richer for fltnr pr« 
ceptions. Given the sincerity of the artist and a valid medium of c\pir%Moti» the 
stimulus can be a darting gold fish or an inner glow of fierce faith, Whai the 
artist does with the material makes the difference’. 

Not since Bach had music reentered Gothic cathedrals so piously Had. fake 
the organ works of the Leipzig master, the D minor Symphony evokes linages 
of naves and vaults. A kind of winged ecstasy mounts to the topmost sj#tte% 
One hears the eerie chants of unseen choirs, A smell of incense Ithm tm Within 
this temple of his art, Franck knelt and turned his ga/e itpwvud, All his d* atlas 
and yearnings came forth. Compassion and comfort softened his pleas, Ftrv 
ently the curtains parted. 'I he devout man was answered. Triumph and 
rejoicing rang from above in a blazing f lallelujalt, 

C&ar Franck was sixty-seven years old when the Farts (5unv*rvamry on hr sir a 
rather reluctantly premiered the 1) minor Symphony. Hr was indufrmm to 
acclaim. His previous compositions had reached a small puffin, tit %pi?r of a 
tireless clique of well-wishers. 10s work was done. Hr had one more year m 
live. Never doubting that he had left an enduring hymn of faith fm pmwtuv, 
he turned a deaf ear to the raw contention set off by tits Symphony, At die 
premiere everything went against it. The musicians were apadtru* , The public 
was puzzled. The enemy cabals were bitterly derisive. The prolrwois taiml 
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-ir hands in horror over the use of the English horn in a symphony. Charles 
‘Xmod, the darling of the opera, flailed the work with a ready dictum: “The 
*~mation of incompetence pushed to dogmatic lengths.” 

‘‘'VTien Franck arrived home after the concert his family huddled about him 
fer for news of the performance. Did the public like the symphony? What 
l they say? Who was there? Was there a great ovation? How did it go? 

it all Franck replied simply: “Oh, it sounded well; just as I thought it 
Uld.” 

L. B. 

Che symphony is dedicated to Henri Duparc. It is scored for two flutes, two 
>es, one English horn, two clarinets, one bass clarinet, two bassoons, four 
“ns, two trumpets, two cornets-a-piston, three trombones, bass tuba, a set of 
ee kettledrums, harp, and strings. 

Opening with a Lento (D minor, 4/4) the symphony offers first a phrase 
ich is the foundation for the movement’s first theme, given to the cellos and 
ses. Some thirty measures of development lead to an Allegro non troppo 
minor, 2/2). Here the theme is allotted to all the strings, and it attains a 
r elopment. After a repetition of the opening passage a new theme enters 
3 the plan, molto cantabile, F major, for the strings. A third theme of 
orous quality follows; developed, it prefaces a free fantasia. The introduc- 
f theme reappears in canonic imitation among the brasses. There is a 
xtnption of the Allegro non troppo subject, which leads to the end of the 
vement. 

n. the second movement (Allegretto, B flat minor, 3/4), pizzicato chords 
strings and harp serve as introduction for the main motive, a doleful one, 
^ed by the English horn. Clarinet, horn, and flute take up the material, 
owed by the violins which give out another theme, dolce cantabile, B flat 
for. The English horn and other wind instruments discuss the main theme 
.he key of B flat minor. A section of a more animated nature comes next, in 
ich the lively subject is first given to the violins, pianissimo. Against this 
clarinets utter a second subject in the section, which is developed in modu- 
*ry fashion up to the return of the main theme of the movement. A 
ibination of themes brings the movement to a close. 

lie finale (Allegro non troppo, 2/2) begins with some measures of intro- 
tion. A chief subject makes its appearance, dolce cantabile, in the cellos 
the bassoons. Following a sixty-measure period, the brasses supply a phrase 
3 major, to which the strings respond. The cellos and basses now advance 
elancholy motive. At this point the opening theme of the second movement 
renounced by the English horn to a triplet accompaniment. There is a retard 
he tempo. Excerpts of themes from the second and third movements run 
alternate course. The . original tempo returns. There is a crescendo and a 
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restatement of the first D major theme, fortissimo. The main subject oJ 
second movement is also played with immense sonority. With the subsi 
of the music there appears again the third theme of the first movement, lea 
to a coda, whose pattern is dependent on the chief themes of the first mover 
together with the first theme of the finale. 


C. 







George Gershwin 

^ORNI BROOKLYN, N. Y., SEPT. 26, 1898. DIED: HOLLYWOOD, CALIF., JULY II, I937. 

Gershwin proved in his own achievements what Paul Whiteman and 
1 had always believed when we were first associated in his band: that 
the better elements of jazz could be incorporated into art music and 
be the basis of a series of symphonic creations typically expressive of 
our nation . —Ferde Grofe. 


* c An American in Paris 55 

- TYPICAL youngster of the big city, one who could “take care of himself,” 
^atever the occasion, George Gershwin took up music quite suddenly. He 
ard a schoolmate, Max Rosen, play some little number like Humoresque in 
e assembly hall, one day. Right there and then he decided to look into “this 
usic stuff.” Making the acquaintance of Rosen, he began to ply him with 
testions, and before long he was practicing the piano (instead of the violin) 
the house of another friend. 

tie became so proficient that when the family bought a piano he amazed 
eryone with his expert performance of the current popular tunes. Music 
-sons now were a matter of course. Some time later he even took instruction 
harmony. 

When Gershwin was sixteen years of age he obtained a position with the 
irsic publishing house of J. H. Remick & Company. He functioned as a 
3 ng plugger,” a calling in which pianistic gifts were—and probably still are— 
:ondary to the ability to “spot” the songs of the publishers’ catalogue with 
Dminent artists. He was a salesman, in other words, trying to persuade 
Lgers, dancers, etc., to use his employers’ songs in their acts. That, of course, 
is preradio exploitation. 

[n 1916, a piece of his When You Want ’Em You Can’t Get ’Em, When 
'zYve Got ’Em You Don’t Want ’Em was accepted for publication. Shordy 
ireafter another was published. In all, he earned the round sum of twelve 
liars for those two early essays. He continued with the writing for a time 
cl, finally, completely discouraged, began to look for something more tangible, 
xiething that promised a weekly pay envelope. 

The position of rehearsal pianist for a Dillingham-Ziegfeld production, 
:ss 1917, was offered to him. He took it gladly. In the meantime, he was 
tking a good deal of headway among the cognoscenti, because of his clever 
ueio playing. Through a series of circumstances he was given the opportunity 
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to write his first score for a revue, La La, Lucille, which was produced in 1919. 

A song, “Swanee,” written in that year, became such a sensation that it was 
interpolated in a show Sinbad, which starred Al Joistm. Then came a long 
string of scores for the Broadway stage, including those for George White's 
Scandals; Lady, Be Good; Oh, Kay; Strike up the Band; Funny Face; Girl 
Crazy; Of Thee I Sing and others, in addition to a galaxy of scores for the 
movies. 

When, early in 1924, Paul Whiteman, the “King of Jazz," decided to go 
symphonic in grand style he approached Gershwin, suggesting that he write a 
concert work for his famous orchestra. The composer, who had not been with¬ 
out his higher ambitions, accepted with alacrity, and in three weeks the score 
of the Rhapsody in Blue was ready. Whiteman's own pianist and arranger, 
Ferde Grofe, did the editing—the mystery is how much?—and the orchestration 
of the piece. 

It was given its first performance by the Whiteman Orchestra, with Gershwin 
as soloist, in the old Aeolian Hall on Feb. 12, 1924, The composition met with 
instantaneous success. Since then it has been played with something like 
regularity in many parts of the world. Other orchestral works followed, among 
them the Concerto in P, the Second Rhapsody, and An American in Pam, 

An American in Paris was commissioned by Dr. Walter Damrosch for 
performance by the Philharmonic-Symphony Society, It obtained m pietnirre 
on Dec. 13, 1928. 

Of this music Gershwin’s friend and colleague Deems Taylor wrote art 
enlightening essay, which was utilized in the program notes of the Suucty 
when the work was first, given. It is herewith reprinted; 

By its composer’s own confession, An . I men ran in Paris is an attempted matt 
dilation between two opposing schools of musical thought a Pax lutmana, a** it 
were, imposed upon two customarily warring camps. If is prugiam mum 1 m that tt 
engages to tell an emotional narrative; to convey, in terms of sound, the suurvavr 
emotional reactions experienced by a Yankee tourist (perhaps ttotn f loud way \ 
adrift in the City of Light. It is absolute music as well, in char its smtcftttr n 
determined by considerations musical rather than literary or dtamatn. The pmr, 
while not in strict sonata form, resembles an extern let I symphonic movement in that 
it announces, develops, combines, and recapitulates definite themes, t fitly, whereas 
the ordinary symphonic movement is based upon two principal themes, An Jmrnum 
in Paris manipulates five. 

While Mr. Gershwin has been heard to hope -'-and probably not in vain that Ins 
new work can be absorbed and enjoyed purely as a piece of on bestial imeac, hr 
admits that An American in Paris (which, oddly enough, was hugely wiittni m 
Paris) follows a fairly explicit story. What follows is based upon Mi, < Lsdiwiu\ 
own version of the succession of events, augmented by a few details Mtpphct) by tUr 
helpful commentator and—as yet-’ unrepudiated by the enmt*mrn 
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You are to imagine, then, an American, visiting Paris, swinging down the 
Champs-Elys&s on a mild, sunny morning in May or June. Being what he is, he 
starts without preliminaries, and is off at full speed at once, to the tune of The First 
Walking Theme, a straightforward diatonic air, designed to convey an impression 
of Gallic freedom and gaiety. 

Our American s ears being open, as well as his eyes, he notes with pleasure the 
sounds of the city. French taxicabs seem to amuse him particularly, a fact that the 
orchestra points out in brief episodes introducing four real Paris taxi horns (im¬ 
pel ted at great expense for the occasion). These have a special theme allotted to 
them (the driver, possibly?), which is announced by the strings whenever they 
appear in the score. 

Having safely eluded the taxis, our American apparently passes the open door of 
a calc where, if one is to believe the trombones, La Maxixe is still popular. 
Exhilarated by this reminder of the gay nineteen-hundreds, he resumes his stroll 
through the medium of the Second Walking Theme, which is announced by the 
clarinet; in French with a strong American accent. 

Both themes are now discussed at some length by the instruments, until our tourist 
happens to pass-something. The composer thought it might be a church, while 
the commentator held out lor the Grand Palais-—where the Salon holds forth. At all 
events, our hero docs not go in. Instead, as revealed by the English horn, he 
respect fully slackens his pace until he is safely past. 

At this point, the.American’s itinerary becomes somewhat obscured. It may be 
that he continues down the Chaxnps-Elys&ss; it may be that he has turned off—the 
composer retains an open mind on the subject. However, since what immediately 
ensues is technically known as a bridge passage, one is reasonably justified in 
assuming that the Gershwin pen, guided by an unseen hand, has perpetrated a 
musical pun, and that when the Third Walking Theme makes its eventual appear¬ 
ance our American has crossed the Seine, and is somewhere on the Left Bank. 
Certainly it is distinctly less Gallic than its predecessors, speaking American with a 
I Tench intonation, as befits that region of the city where so many Americans fore¬ 
gather. “Walking” may be a misnomer, for despite its vitality the theme is slightly 
sedentary in character, and becomes progressively more so. Indeed, the end of this 
section of the work is couched in terms so unmistakably, albeit, pleasantly, blurred, 
as to suggest that the American is on the terrasse of a caf<£, exploring the mysteries 
of an Anise de Lorn 

And now the orchestra introduces an unhallowed episode. Suffice it to say that a 
solo violin approaches our hero (in the soprano register) and addresses him in the 
most charming broken English; and his response being inaudible—or at least 
unintelligible-—repeats the remark. This one-sided conversation continues for some 
little time. 

Of course, one hastens to add, it 1$ possible that a grave injustice is being done to 
both author and protagonist, and that the whole episode is simply a musical transi¬ 
tion. The latter interpretation may well be true, for otherwise it is difficult to believe 
what ensues: our hero becomes homesick. He has the blues; and if the behavior of 
the orchestra be any criterion, he has them very thoroughly. He realizes suddenly, 
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overwhelmingly, that he does not belong to this place, that he is that most wretched 
creature in all the world, a foreigner. The cool, blue Paris sky, the distant upward 
sweep of the Eiffel Tower, the bookstalls on the quay, the pattern of horse-chestnut 
leaves on the white, sun-flecked street—what avails all this alien beauty? He is no 
Baudelaire, longing to be “anywhere out of the world.” The work! is just what he 
longs for, the world that he knows best; a world less lovely—sentimental and a little 
vulgar perhaps—but for all that, home. 

However, nostalgia is not a fatal disease—nor, in this instance, of overlong 
duration. Just in the nick of time the compassionate orchestra rushes another theme 
to the rescue, two trumpets performing the ceremony of introduction. It is apparent 
that our hero must have met a compatriot; for this last theme is a noisy, cheerful, 
self-confident Charleston, without a drop of Gallic blood in its veins. 

For the moment, Paris is no more; and a voluble, gusty, wise-cracking orchestra 
proceeds to demonstrate at some length that it's always fair weather when two 
Americans get together, no matter where. Walking Theme number two enters soon 
thereafter, enthusiastically abetted by number three. Paris isn’t such a hat! place, 
after ail: as a matter of fact, it’s a grand place! Nice weather, nothing to do tit! 
tomorrow, nice girls—and by the way, whatever became of that lad Volstead ? llir 
blues return, but mitigated by the Second Walking Theme—-a happy reminiscence 
rather than a homesick yearning—and the orchestra, in a riotous finale, decides to 
make a night of it. It will be great to get home; but meanwhile, this is Paris! 

An American in Paris is scored for strings, flutes, piccolo, two otxies, 
English horn, two clarinets, bass clarinet, three saxophones, two hax&tKim, 
contra-bassoon, four horns, three trumpets, three trombones, tuba, tympani, 
snare drum, bass drum, cymbals, rattle, triangle, two tom-toms, four auto¬ 
mobile horns, xylophone, wire brush, wood block, glockenspiel, and celeste, 


HL€*% 

Concerto for Piano and Orchestra in F major 

I. Allegro. II. Andante. III. Allegro agitato. 

At the invitation of the Symphony Society of New York and its conductor 
Walter Damrosch, this Concerto was given its premiere at Carnegie Hall on 
Dec. 3, 1925. The composer himself played the solo part. Of the work Dr. 
Damrosch said: 

Various composers have been walking around jazz like a cat around a plate «t 
hot soup, waiting for it to cool off, so that they could enjoy it without burning their 
tongues, hitherto accustomed only to the more tepid liquid distilled by cook, of the 
classical school. Lady Jazz, adorned with her intriguing rhythms, has danced her 
way around the world, even as far as the Eskimos of the North and the Polynesians 
of the South Sea Isles. But for all her travels and her sweeping popularity, she lias 
encountered no knight who could lift her to a level that would enable her to Itr 
received as a respectable member o£ the musical circles. 
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George Gershwin seems to have accomplished this miracle. He has done it boldly 
by dressing this extremely independent and up-to-date young lady in the classic garb 
of a concerto. Yet he has not detracted one whit from her fascinating personality. 
He is the Prince who has taken Cinderella by the hand and openly proclaimed her 
a princess to the astonished world, no doubt to the fury of her envious sisters. 

Gershwin, making no bones about his lack of technical knowledge, said of 
the work’s first movement, “It’s in sonata form—but,” which should give the 
listener an idea anyway. The second movement is a sustained Andante in three- 
part song form. And the Finale is, by intent, a rondo. 

The score calls for two flutes, piccolo, English horn, two oboes, two clarinets, 
bass clarinet, two bassoons, four horns, three trumpets, three trombones, tuba, 
kettledrums, bass drum, snare drum (played with wire brush), cymbals, a 
‘‘Charleston stick” (something between a slapstick and a wood block), a 
xylophone, bells, and strings. 

R* C. B. 

Selections from "Porgy and Bess” 

The Negro folk opera Porgy and Bess represented George Gershwin’s last 
major work. Based on the Du Bose and Dorothy Heyward play Porgy, it was 
produced by the New York Theater Guild at the Alvin Theatre on Oct. 10, 
1935, where it ran for 124 performances. 

The drama critic of the New Yor\ Times, Brooks Atkinson, remarked on 
the following day: 

These comments are written by a reviewer so inured to the theater that he regards 
operatic form as cumbersome. Why commonplace remarks that carry no emotion 
have to be made in a chanting monotone is a problem in art he cannot fathom. 
Even the hermit thrush drops into conversational tones when he is not singing 
from the topmost spray in a tree. Turning Porgy into an opera has resulted in a 
deluge of casual remarks that have to be thoughtfully intoned and that amazingly 
impede the action. Why do composers vex it so? “Sister, you goin’ to the picnic?” 
“No, I guess not.” Now why in heaven’s name must two characters in an opera 
clear their throats before they can exchange that sort of information? ... To the 
ears of a theater critic there are intimations in Porgy and Bess that Mr. Gershwin is 
still easiest in mind when he is writing songs with choruses. He, and his present 
reviewer, are on familiar ground when he is writing a droll tune like “A Woman 
Is a Sometime Thing” or a lazy darkie solo like “I Got Plenty o’ Nuttin’,” or made- 
to-order spirituals like “Oh, de Lawd Shake de Heaven,” or Sportin’ Life’s hot-time 
number entided “There’s a Boat That’s Leavin’ Soon for New York.” If Mr. 
Gershwin does not enjoy his task most in moments like this, his audience does. 
In sheer quality of character they are worth an hour of formal musical transitions. 

However, in the New Yor\ Herald Tribune of the same date, Lawrence 
Gilman wrote in his music column: 
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Perhaps it is needlessly Draconian to begrudge Mr. Gershwin the song hits which 
he has scattered through his score and which will doubtless enhance his fame and 
popularity. Yet they mar it. They are its cardinal weakness. They are a blemish 
upon its musical integrity ... it is not Gershwin, the apt and accommodating 
lyricist, who is most conspicuously present in Porgy and Bess # but Gershwin the 
musical dramatist, who has, in certain fortunate moments of this score, been moved 
to compassionate and valid utterance by the wildness and the pathos and the tragic 
fervor that can so strangely agitate the souls of men. These pages will abide, and 
honor the composer, long after the musical comedy treacle which drips from other 
pages has ceased to gladden even those whose favor is scarcely worth the price. 


"Rhapsody in Blue” 

George Gershwin’s pretensions about serious composition date from the 
history-making Rhapsody in Blue. It had a successful premim*, although a 
grudging attitude on the part of some writers was not altogether missing. And 
later observers, assessing the work perhaps less subjectively, did comment on 
its “total lack of resemblance to real jazz” and, further, noted that it was 
“Tschaikowsky, in its melodic E major episode, rather than New Oilcans, or 
even Harlem.” While Tschaikowsky is “a Steppe or two removed from that 
particular section,” as one punster put it, “there is his influence in the long line 
of the melody, which—without the rhythmic triplet figure that aaump.mics it 
—is, at least, of the boiling romantic school, but certainly not jazz." 

The piano part of the Rhapsody, which Gershwin played so well at the 
premiere of the composition—and, subsequently, even bcttci moved one 
watcher of the musical skies to say, “It is the kind of witting, in its invention 
and technical figurations, that a very competent pianist compose! might dteam 
up. . . . George Gershwin, it seems all too obvious, could now be a u.ncrrt 
pianist to reckon with, had he set his course in that direction." 


R. e, a. 





Henry F. Gilbert 

IBORN: SOMERVILLE, MASS., SEPT. 2 . 6 , 1868. DIED: CAMBRIDGE, MASS., MAY 19, 1928. 

The music of Henry F. Gilbert is so racy of the soil that it stamps its 
composer as one of our first nationalists .— John Tasker Howard. 


*'Comedy Overture on Negro Themes” 

^est known of Gilbert’s concert works, this Overture is only one among many 
E his compositions attesting a predilection for American Negro music. There 
re, for example, the Negro Rhapsody and a ballet pantomime The Dance in 
lace Congo. The latter work was produced for the first time at the Metro¬ 
politan Opera House on Mar. 23, 1918. 

Composed in 1906, the Comedy Overture on Negro Themes was revised 
iree years later. In the altered form it was performed in New York on Aug. 17, 
210, at a municipal concert on the Central Park Mall, conducted by Franz 
.altenborn. Two months later, when the fall symphonic season got under 
r a.y, the Overture moved indoors at a concert in Pittsburgh led by Modest 
Ttschuler. For the Boston Symphony premiere of Apr. 13, 1911, Gilbert 
lrnished the following information: 

This overture was originally intended as the prelude to an opera, the plot of which 

based upon the Uncle Remus stories of Joel Chandler Harris. The libretto of this 
pera is by Charles Johnson (Bengal Civil Service, retired) and the music by myself, 
iircumstances have unfortunately compelled us to abandon this work before its 
^mpletion. I have, however, saved the overture from the wreck and have both 
I'written and reorchestrated it. 

Nfy scheme in the opera was to base the music on motives from traditional Negro 
»n.gs and dances even as the Uncle Remus stories are based upon traditional Negro 
TlHore. I have therefore used as thematic material for the overture certain piquant 
lH expressive bits of melody which I have gathered from various collections of 
"egro folk music. There are three motives of four measures each and one theme 
gdit measures in length. Upon the material contained in these twenty measures the 
Hole piece is built. 

The overture has five well-defined sections. The first movement is light and 
amorous, the theme being made from two four-measure phrases taken from 

Harles L. Edwards’ book Bahama Songs and Stories .This is followed by a 

*oader and somewhat slower phrase. I have here used the only complete Negro tune 
hich occurs in the piece. This tune is unusually wild and romantic in character 
id withal of considerable nobility. This tune, and many like it, were formerly used 
; working songs by the roustabouts and stevedores on the Mississippi River 
samboats in the old days. The original words were as follows: 
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I’se gwine to Alabammy, Oh . . . 

For to see ma Mammy, Ah . . . 

Next comes a fugue. The theme of this fugue consists of the first four measure 
of the Negro spiritual “Old Ship of Zion” as noted by Jeanette Robinson Murphj 
in Southern Thoughts for Northern Thtn\ers, (This theme is Intro*loan i early in 
the overture and given to bassoons, bass trombone, violoncellos, and double basses), 
The peroration of the fugue is built up from the theme, in augmentation. 

It is given out by the brass instruments and interspersed with phrases from the 
roustabouts’ song, also somewhat developed and treated in a new maimer har¬ 
monically. After this a short phrase of sixteen measures serves to reintroduce the 
comic element. There is a repetition of the first theme and considerable reeapkuhu 
tion, which leads finally to the development of a new ending or coda, and the piece 
ends in an orgy of jollity and ragtime. 

The overture is scored for three flutes (one interchangeable with piccolo), 
two oboes, two clarinets, two bassoons, four horns, two trumpets, three tram* 
bones, bass tuba, kettledrums, glockenspiel, and the usual strings. 





Alexander Glazounoff 

irmN: ax* m>\rm%iirm^ avc u io, 1865 , wed ; paris, mar. 21 , *<)$& 

Ohnounoff s muue k melodious, although his melody is not remark 
tiRf for richness or variety* It ts usually most eharaeteristie in moods 

of restrained mchmeholy* Hit harmon v it far mare tit amative than 
original t and frequently full of picturesque suggestion* -Rosa 
NliWMAMitlL 


Symphony in C minor, No. 6 , Op. 18 

I. Adagio; Allegro passionate, II. AmLiittc variation*. HI. Iittenat m o: 

Allegretto. IV. Andante maestoso; Sehcr/.mda. 

Guzut'Nui i. jus hern called die "Janus of Russian musk," Janus being die 
two fated Roman god who looked simultaneously in oppisite dim linns. Rooted 
in native classk ism and on the threshold <d new trends, (ila/ounoif was 
regarded as standing midway in the symphonic current of his day. lienee his 
works are a hint! ol hallway house in the vast metropolis of Russian music. 

'Ihe Sixth .Symphony stairs from lK*>ti, the ptemiere ot cun tug in St. Peters 
burg on beh. 21, IS't”, at a wituert of the Voting Russian School founded by 
the ptthlisher and patron saint of new talent, Relaiev, who personalty ituntred 
the cxjiettse ol mu. h ol the series. The work is in the nsn.il font movements, 
the second bring a theme with seven variations. 

A prrieiamry Adagio in V, minor, with cellos ami double basses giving out a 
theme pianissimo misterioso and the brasses later sustaining syncopate*! bar 
monies met quivering siting*., leads to the first movement proper, an Allegro 
passtonato, as the strings discourse the ojiming theme in .dieted ihythms. The 
violins, lollowrtl by the win id winds, unfold a new theme, against winch appear 
fragments <»{ the first, There is free development, The winds now repeat the 
second theme in A flat major, and a vigorous coda sets in afirt a lute! teview 
of the ojtruing sec tion. 

The violins give out the subject of the second movement, Tettia mu varia 
*/ioni, and the seven variations follow in this order: I, Put movac Allegro 
mmlrrato; 11. Allrginto; 111. hchetzino, allegto; IV. Pugato: Andante mntnu 
(Gregorian Phrygian inode); V. Notturno; VI. Allegro mmlrrato; Vll. lunate: 
Muderato maestoso. 

A theme fot wood winds announced against cello pi/y.ieati opens the thud 
movement "lufriimv/o" (Allegretto), 'Phis lea* Is to a trio section (Put ih>c.h|, 
followetl in nun by a second theme given out by (lute and pj.vit.im violins. 

aMi 
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The opening section returns and the “Intermezzo,” actually a scherzo, end; 
with the trio freely suggested. 

Two themes, melodically similar, are set off against each other throughoui 
the concluding movement in a series of changing tempos and rhythms, the 
whole in the spirit of a Russian dance. 


Concerto for Violin and Orchestra in A minor, Op. 8 2 


I. Moderato. II. Andante. III. Allegro. 

Begun in 1904, this Concerto was completed in the following year, receiving its 
first performance on Oct. 17, 1905, at Queen’s Hall, London, with Mischa 
Elman as the soloist. Henry J. Wood conducted. The score calls for two flutes, 
piccolo, two oboes, two clarinets, two bassoons, four horns, two trumpets, three 
trombones, kettledrums, campanelle, triangle, cymbals, harp, and strings, in 
addition to the solo violin. 

In a report of the premiere the reviewer for the London Musical Times said 
that the concerto was 


dedicated to M. Leopold Auer, who at the composer’s request, had undertaken to 
piay it for the first time, but M. GlazounofI, visiting the professor while he was 
giving Elman a lesson, was so impressed by his extraordinary ability that the 
composer asked M. Auer, if he would allow Elman to give the first performance 0 ! 
the work, a request to which the distinguished violinist willingly assented. 

America first heard this music at a concert of the Russian Svmphonv 
Orchestra, Mar. 3, 1910. Again Mischa Elman was the soloist, anti' the ,kt- 
formance was conducted by Modest Altschuler. 1 

In the first movement (Moderato, A minor, 4/4), a lyrical theme fur the solo 
violin appears at the beginning, accompanied softly by clarinets and bassoons, 
This particular theme is heard often throughout the work. A second lyrical 
theme is also introduced by the solo violin. ' 

The second movement (Andante, D flat major, 3/4) opens as an aria on the 
° Stnng ° ft L he soI ° y 101111 - Presently the mood changes and an agitato appears, 
teeming with complicated passage work for the solo instrument. After the 
reentrance of the main subject of the movement by way of the wood winds the 
music returns to the important subject of the previous movement 
The third movement (Allegro, A major, 6/3) is reached with a brideim- 
cadenza of ornate design for the solo violin. A sort of dialogue ensues between 
trumpet and violin on the notes of the principal theme. 'This is later given a 
fortissimo emphasis by the entire orchestra. Still other melodic material comes 
in, contributing to a “general musical merrymaking," 

R. C. B. 


Reinhold Moritzovich Gliere 


BORN; KIEV, JAN. II, 187*5. 

Rkk flexibility, not too daring romantic harmony , rounded lyricism* 
a broad melodic vein originating gartiy in the Russian song, partly 
m kussnm Orientalism » partly in the cantilena of French opera , and 

avoidance of eccentricity and the grotesque* • Snu <;fa Alexei vital 
BlTtiOSLAVKKY, 


Symphony in B minor, No. 3 (“Ilya Mourometz”), Op. 42 

L Wandering of the Pilgrims; Ilya Muuromm and Sviatogor, II* Solovei 
tlte Brigand, Iff. At the Palace of Prince Vladimir* IV. The heats of Valor 
and the Petrification of Ilya Mouromctz, 

Cki.ebrivtkd MIR his prodigious stature and strength, Ilya Mourometz, figures as 
a favorite hero in the epic ballads of aid Russia. These early tales, called Mini, 
hterally dungs which have hern," are part legend and pan history, mingling 

. 11 isttan am pagan elements. I hey (arm several evades, beginning with a 
group centering in mythical heroes endowed with supethitman powers. 
Moummety. belongs to. the cycle of the Prince of Vladimir, the last of the 
.Scandinavian primes of Kiev, who was baptized in 'i.SH ;md is credited with 
bringing Christianity into Russia. 

In the Mini, Vladimir, like King Arthur, dominates a kittd of Round Table 
(tailed t/rtis/iwa. or friendly following), with Motmmtrt/. one of his doughtiest 
knights. While the bibulous note is weaker in this <yde than in the earlier one, 
the accounts of Ilya Motirometz. combine elements of both cycles. Thr giant 
Sviatogor mid the I Icraile.m brigand Solovei also belong to the greater m.nvrh 
nl the first bitini. 

An actual Ilya Mourometz. seems to have lived about thr time of Vladimir, 
smee there ts early evidence of him as “a great clue! and mights- watriot" in 
roasting the early planar invadm of Russia. In thr seventh tenuity Ilva\ 
portrait appeared with those of the saints of Kiev, 'Hie inscription even'’tamed 
the legend that Ilya the hugatyr, or hero, was finally tut tied into stone. 

Dedicated to Alexander CilazounofT, the Ilya Muttromcf ; Symphony was 
written between I'»0S and I'd I and first performed m Mosunv in I'd.!, bv the 
Imperial Russian Musical .Society, under the direction of hunt Cooper. Its 
American premiere ommed at a concert of the Clmago Symphony Orehrstia 
lUirtng the season of I'd? PdX. Clicte inserter! the following extras is horn the 
Muurometz. bilini in the score, which have been rendered as follows: 
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I 

In olden times, in the days of the gracious Prince Vladimir, lived Ilya Moui 
(Ilya of Mourom), a peasant’s son. For thirty long years he had remained seati 
motionless. 

One day two wandering pilgrims appeared (gods of old were they) and cs 
him, “Arise! Go forth! Thou shalt a puissant bogatyr ['hero} hmmu\” 

And Ilya Mourometz arose and went forth into the limpid land. Procu: 
bogatyr’s steed, he set out to find the noble bogatyr Sviatogor. 

The humid earth could scarcely bear the weight of Sviatogor. I le was not al 
to go to Holy Russia, but he was permitted to roam over the lofty summits 
Sviaty Gory [Holy Mountains]. 

Ilya approached him, saluting him with respect They leaped astride tw< 
steeds, and rode a long, long time over the Holy Mountains, diverting their 
with heroic games. They discovered an immense coffin, into which Sviatoge 
himself, and from whose profound depths he could not Ik raised. Before he d 
gave much sage counsel to Ilya. Then his body became covered with rival 
sweat, and he expired. . . . 

The heroic force was transmitted to Ilya, who traveled the straight road 
superb capital, Kiev. His courser galloped as the falcon flies, bestrode lake 
streams, while his tail swept away cities. 


II 

In a dense forest seven oaks sheltered Solovci, the Brigand. The right n 
slippery, the right road is barred Whistling like a nightingale, sending 
ferocious cries, Solovei, the Brigand, bows to earth thick forests, and all the 
if any there be in the forests, lie dead. 

Cherished by Solovki, the Brigand, three maidens live in the forest, The) 1 
piles of gold, heaps of silver and of beautifully rounded pearls. With preeiow 
they entice the passers-by. 

Solovei, the Brigand, hears the powerful gait of the Iwgatyr. fie whistle! 
brigand, like a nightingale, he sends forth ferocious cries. Ilya trends Ins giaiv 
and shoots an arrow of glowing iron. Tire arrow pierces the right rye of Si 
the Brigand; it stretches him out on the humid earth, Ilya ties the brigand 1 
damasked stirrup and drags him towards the palace of Vladimir, the Great 

III 

Vladimir is holding a noble feast, to which have gathered m numbers the pt 
the boyars and the bogatyrs of invincible strength. Arriving at the principal 
of the palace, Ilya commands the brigand to send forth his nightingale call at 
ferocious cries. Then trembles the roof of the palace, then fait all the great bog 
the princes so proud, the famous ooyais. All fall Prime Vtammir alone, ft 
enfeebled, stands. 

Ilya slices off the head of the turbulent Solovei, Vladimir, in reconifirnsf, 
Ilya the place of honor at his table, and all the puissant bogatyrs ;tt knowledge 

their distinguished brother. 






RKINHOU) MORITZOVR'II tiUKRE a8« 

IV 

Batygha, the Wicked, and his pagan army arose in Orda, the land of gold. The 
smoky breath ot their horses ohsctuetl the gleam of the sun, and from them aroxt 

the Tatar odor that juifiocatcd every Cluhttum 

Ilya Mourometz advanced at the head of his twelve hogatyrs, For twelve days 
they battled, delving file entire army of miscreants. 

Those are not two mountains that meet, They are, in the limpid land, twe 
bogatyrs who draw near* Ilya an*I <htdalaya Folvemtsa (giant warrior|. At the first 
shock they exchange blows, hut neither h wounded, Each seizes by the inane tht 
mount of the other* but without advantage* They dismount and grip each othei 
vigorously. They struggle ami strain until evening, and from evening until mid¬ 
night, and fiom midnight until dawn. Ilya tails on the humid earth, and by this 
contact his strength is doubled, Ik strikes the white breast of the warrior with I 
blow so formidable that it sends Sum above the great trees of the forest, Soon ht 
puts out the shitting e\es, detaches the rebel brad hum its shoulders, fixes it on I 
Tatar lame, and mines it tut k m an tarnation to the e;uup ot his heroic friends. 

Seven bogatyis advance with Ilya MomumrU in the limpid land, “Where is tht 
Heavenly Army that we, the hugatym, have annihilated ? 0 They hail scarcely pm 
nounced the mat! words when itirtr sprang out two wart tots, who shouted, “Cam* 
then, bogatyts, mrasftjr yout stirugfli with outs / 1 < )nr bogafvf sUnnl forth. Suddenl) 
the two watt lots bn amr n*ut, Ilva sahetrd thrtti and they were eight* unhurt 
All the bogafvrs thtrw ihruiwlvrs upon the 1 kavrnlv I lost, charging and sabering 
but they muhiplwd again and again* and thargrd u|*on tlr bogatvrs, The bogatyr 
flal to life 11 h kv mouuums, toward the souther ca veins. <hie tires hr is change* 
into stone, Another, and hr, too, ts jrfrdted, Ilva Momomct/, runs toward tht 
mountains, ami hr, even hr, is suddenly changed info stone, 

And sime that dav have tlr ! mg,at vis dtsapfraird from Holy Russia, 

(there is latntlut to the ouistde vv*it Id largely tlttuttgb three lompositiom • 
the third symphony (//w .UaieawrtA, the svtitpltomc pinti T/ir am 

the Rt'd -Puffy bullet mmn, Hr was one of the hist Russian romposrrs o: 
widely recognized standing u* identity lumsrlt with the new Soviet unler 
With Serge Vasilruho hr bn ante tSif.rlv .mm uted with the rath- nmd knowi 
as "milttaty tnmmimr.m," i hi otumtiuiiom to smelly "on.raouat" rrvotu 
t ionary atncnti tin hide two woiln tor wind rmrntblr, 4 M,tn fi »f tht Rei 
Army and a pinr wnttrit hti tltr Tumminn {•Vitiva! 

Glirre attrndnl ln«tl ,md lira Mndted mmt<; in his u.tfivr Kiev, ht IN'M ht 
went to Mawmv and rutoilrd ,tr thr tmtvtv.tfory, Thor hr stndird vu-lin wit! 
Johann f htm.ilv and * ottij-oMrs. <u with Atrmkv, < a mm, Tanrirlf, and 
litofl lv.motf. (}» graduating hr was .iw.tidrd thr gold mrd.il in utt»i[io4«ion 
He mutimtrd hi', h.trmottv midir-i in thr (Jtirwin Srhool. After spending: twt 
years abroad, mo*,»lv in Holm, hr intuited to Mo*,,o\v, whrrr hr divided hi 
time Itmvrru < oinpo'.itioM ,m*l tea, lung, hi I'd 5, < Mirrr was apjtoiutrd pro 
lessor ol a<in[«iMt)ou at thr Kirv t Oner vat, ay, heronung dirrrtor thr lot low 
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ing year. He held the post till 1920, when he joined the faculty of the Mom 
Conservatory. Through his work, the Kiev Conservatory moved to front rai 

In the early years of the Soviet Republic, Gli&re took part in edueatioi 
campaigns looking to the founding of concert series throughout the count 
He also spent the years 1920-1925 in folk-music research with the Society I 
Proletarian Culture, and for a time was connected with the Eastern Workc 
University. His interest in folklore led to a government commission to coll 
Turkish folk music. Some of the material thus gathered found its way into 1 
Turkish folk opera Schach-Senem . 

Gliere’s extensive output consists of some two hundred works in all km\ 
including chamber music, songs, operas, symphonic poems, three symphom 
and at least four ballets. The best known of the ballets is Kntsni Mm | (K 
P°ppy) * It has been a repertory stand-by in Soviet theaters since its premiere 
1927, and a selection from it—the Russian Sailors' Dance has become 
familiar concert brevity in America. 

Apart from folk music, particularly that of Oriental Russia, C Uteres wo 
was early influenced by Borodin, Rimsky-KorsakofT, Glazounoff, Tschaikmvsfi 
some of the late nineteenth-century French masters, and Scriabin. In me 
years his style has been increasingly colored by native Russian material and si 
realities of socialist society. 

Sergei Alexeivich Bugoslavsky issued a brochure on Glicre in Moscow 
1927. In it he stressed the point that in his music Ol&re has smipulum 
avoided^the “nonmusical, the philosophical, the theoretical, the esthetic ri 
abstract.” The emotional keynote of Gliere’s music Bugoslavsky found m 
“clear and life-affirming Weltanschauung 

L. tc 

"Marche Heroique/ 5 Op. 71 

Marche Heroique evidently grew out of Olicre’s interest in raster 
Mm, Geographically, the setting of the march, which is actually a cunphon, 
pmm, seems to be Buriat and Mongolia, though the score give*/ ru» 

Xh%t it was written for any special occasion. Asiatic echoes filter through tii 
.■scheme, especially in an evocative theme assigned to flute and English turn 
March rhythms in percussion and wood winds arc first heard against a folks 
theme announced by the low strings, before the “heroic" m.tnh nu*m< 
marked y Russmn in character, is introduced by the brasses and promt a iv 
phfied by the whole orchestra. The martial mood continues now matJ 

,^, yth “ s e “ er ; r The e P lsode for flute and English horn uncoils in Asia! to -,t%U 
ihe Marche Herotque—- wherever the marching and whatever the goat ttx 
'With frequent outcries from the brasses to a triumphant dose. 


it* 





Michail Ivanovitch Glinka 

BORN: NOVOOASSKOl, RUSSIA, JUNK A, 1 803 . DIED: BERLIN, FEB. 15 , 1 857 . 

Glinka teas the founder of an entirely new school of orchestration , 

an orchestration (characterized by bright,, pure, transparent coloring) 
tchich has situs* been employed by almost every Russian composer of 
note , modified onlv in later years by Usztian and Wagnerian in~ 
flumecs.— CmiMW Abraham. 

Overture to "Russian and Ludmilla" 

On the sound principle that in union, there is strength, several Russian intellects 
conspired to produce the strange concoction that is the libretto of Glinka’s 
Russian and Ludmilla . A charming poetic tale in the Pushkin original, the 
story underwent an early experiment in collectivism. Pushkin, approached by 
Glinka in lSv, was prepared to mndity the poem to suit it for operatic use. 
Hut Pushkin was slain in a duel befnte he set to work. Glinka then turned to 
his friends. Before the libretto returned to him, it bore distinct traces o£ five 
additional personalities K. Bahktotnin, Nestor Koukolnik, Michael Guetleo- 
nolf, N. Murkuwieh, and an at my nun, ('aptain Chirkoff. To round out the 
process of alteration, (dink a applies! some touches of his own and the libretto 
was finished- finished in both senses! 

d’he premiere in St. Petersburg on Dec. 10, 1842, was a fiasco. Many reasons 
have been advanced for the failure* of Russian and Ludmilla to stir that first- 
night audience. Six years earlier (Utnka had given St. Petersburg the work 
ordinaldy named as mat king, the birth of Russian national opera, i.e., A Life 
for the Czar. Its stm ev> was instantaneous. The music was of irresistible charm, 
with its melodic warmth amt rich folk flavor. Added to that was the strong 
patriotic appeal of tin* story of Ivan Sussaniifs heroic, self sacrifice in preventing 
Czar Michael Romanoff from falling, into the hands of the Polish invaders in 
the seventeenth tommy. Despite aristocratic gibes that this was “coachmen's 
mu.su A unlike the mme polished products imported from Western Hu rope, 
A Life for the Czar triumphed. Hven the emperor was pleased, probably as 
nuuh by the edifying spruatle of Snssanufs valor as by the lavishly colored 
.score, ho pleased, in fau, that Glinka was rewarded with a ring valued at 
4,()UU rubles and the lucrative post of choirmaster of the Czar’s Chapel. But; 
Rtudan and Ludmilla was a grievous let -down. Pur one thing, the audience 
was left told by the rambling fantasy of 'Tartar sorcerers, malign dwarfs, and 
magically evoked storms and darknesses during which beauteous princesses 

a»7 
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disappeared mysteriously. Fairy tale was one thing on the Russian stage. There 
was always room in opera and ballet and theater for vividly enacted legends of 
old Slavic wizardry. But here all was rambling and incoherent. 

In the first act Ludmilla vanishes eerily in the midst of festivities at the court 
of her father the Grand Duke of Kiev. In the next act Russian* her lover* is in the 
cave of a friendly wizard, from whom he learns that Ludmilla has hern abducted 
by the dwarf Tchernomor. Meanwhile Naina, an evil sprite, is siding with Farhtf, 
a Varangian chieftain who wants Ludmilla for himself. At one moment, Rtmhm 
finds himself on a field shrouded in mist. As the mist lifts, he observes a monstrous 
head on the ground. Its mere breathing causes a tempest to rise! Sicgfned«likt\ he 
stabs the monster and promptly discovers a way to overcome Ludmilla's gnomish 
abductor—with a magic sword 1 Then Russian becomes a kind of Odysseus, In the 
wicked domain of Naina, he successfully resists the blandishments of a bevy til 
sirens, though only with the help of his sorcerer friend. In the end Russian defeats 
Tchernomor with his trusty sword. But Ludmilla is plunged in enchanted slumbers! 
Russian vainly tries to arouse her. And now Farlaf, the Varangian, decides to turn 
kidnapper himself. In a prankish mood, he seizes the sleeping princess and carries 
her back to her father in Kiev. Russian finally awakens her with a magic ring given 
him by the sorcerer. 


The patchwork libretto was a double affront to the Russian public. First j t 
insulted their intelligence; then, it profaned the sacral memory of their Iv. 
loved poet Pushkin, who had made a fascinating little fable in verse of the 
legend of Russian and Ludmilla. Moreover, the music itself was disturbing. 
In. A Life for the Czar listeners had reveled in the smooth iluw of nationally 
colored tunes. But the new score was not as easy to take. There wen- daring 
devices of harmony and rhythm. There were sounds that were strange, exotic 
Oriental. Some of the music was harsh and barbaric. Kmphaticallv, the audi¬ 
ence did not relish this discordant modernism! How could it know that Rut dan 
and Ludmilla would be a rich source book for future Russian composers. For 
here, in its naked force and fresh novelty, was the newborn child of Russian 
symphonic and operatic idiom. “Partly from hints taken from Russian and 

thSToo^T/T 0 ’ d <, C are , ^ aIIaCC Hrc,ckvva y ««“* Hr,bat Wrinstork in 
Ghnka b aT part 7 fr0m his ° W " ktu,ck fw ««»bitu*ion, 

SerentLrip Un ™ Stakable > h W colored idiom that obviously 

diixerentiates Russian from other types of music.” * 

An extreme example of the reaction to Glinka’s hodge-podge onert wts that 

GW S fairy-tSJo^Mo” aT^hct.bycdX "oTo' l ’ r ' t " n " 3 "^ '* 

*** delving, he ^ de’eg «£££ 



MICH AIL IVANOVITOH GLINKA a g 9 

As Mc^ limckway and Wd„«„A ,,,im »I„ » hc Mw „ 

po incal allegory - a km, I „l Siam- tjuhrfHu." I„ short, a few, if not all, of 
Glmkaa many hi,re,,, st s may have slyly tajecwl revolutionary propagamla 
rnu, 1 oshkms wlums.eal fa.ry tale of a siting beauty i„ the dim W-io of 

legendary Russia. ' b b 

Outside Russia, Glinka's Russian and Ludmilla is known only through its 
overture though a lew record enthusiasts treasure Feodor Chaliapin’s render- 
mg of hulaf.s Rondo, a kind of "patter song." Modeled on the classical 
overture, the music starts with a tutti of fortissimo chords, after which violins, 
violas, and flute give out the chief theme (IWsta, D major, 2/2) There is a 
brisk passage for wood winds against pi/mead in the strings, before violas and 
cellos and bassoon introduce the second subject, a folklike melody of lilting 
grace and friendliness 1 his theme appears in F major. After that, the orchestra 
repeats it fortissimo. I here is a final theme taken from one of Russian’s arias. 
Hum cite nutmal is devdopn! atid iterated* mul the overture tnuk in a rousing 
ccxia. An early use ot the whole tone scale may Ixt detected in a descending bass 
passage of the coda, a device employe*! in the ojiera as a sort of pre-Wagnerian 
leitmotif to suggest the datk. gnomish machinations of die dwarf Tehernoinur 
Incidentally, this apprarame of die whoic-tone scale antedates Debussy’s 
assitnihuum oi it by titty yean, 

JL* 11» 


"Jota Aragoneses” Caprice Brilliant 


Ttui HRsr of m.mv Russian master. m tmn to Spanish folk sources for « ym 
phonic material, (*imka was otiguully <lrawn to this p*.putar heritage by whit 
he felt was us kinship to Russ.au folk music, Oriental elements hem/ 

in .both, '' B 


Besides, he wat.tr*! t„ .Irvisr a new orchestral fotm, the funtaiw phtomnuc, 
that would tea* h a wider pub!,* than the concert hall connoisseurs im.med to 
the standard symphonic bums, hi all, four examples of the new fantastic, two 
based <»n Russian themes, Ka warn: sl^aia ami Caprudo. and two on Spanisli 
themes, Amr d’eti a Madrid am! fata Jra^mcsc, tame from his pen. 

together with Lis/t’s symphonic perns, they served as models for BalakirefL 
Kumky Kotsakod, and Hoiudiu. The Spanish pines even blazed the trail for 
native Spanish comports in exploiting dint tommy’s mrh»dic treasures. 

In the spring <d 1HH. Glinka, disgusird with the ridicule heaped upon his 
opera Russian and Ludmdla by hostile uitics, left St, Fetnsbmg for a Kune 
p-aii ament tour, lbs .hh, .nr health also called for a t liange of climate. 
Moreover, he looked fotw.ttd eagnly t.* firsh stimulus from die national music 
o r.tme and Spain. In Fat is, Hr* tor Berlioz, laved in punt altutit the "novel 
accents and * harming strangeness" of his music. 
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In February* 1845, Glinka wrote his mother of a new project to study Spanish 
melodies, “which are analogous to Russian melodies, and apply himself to a 
“great new work.” 

He went still further in a letter to his friend Konkohnk: 

I have decided to enrich my repertory with some orchestral concert pieces under 
the name of fantaisies pittoresqucs . ... It strikes me as a way o! reconciling the 
exigencies of art and the time and of availing oneselt of the piogtess in instruments 
and execution to write pieces accessible alike to connoisseurs and the general 
public. . . . 

I shall compose these fantaisies in Spain. Original local melodies will supply me 
with excellent source material, the more so since this field has not Ihtii previously 
exploited. And, besides, a given theme will help keep my unbridled imagination 
within bounds. 

Glinka arrived in Spain early in June, 1845* At Valladolid, where lie decided 
to spend the summer, he was quickly fascinated hv popular songs and dances. 
For the first time he heard a Spanish guitarist, Castilla, strum the national Jemt, 
with variations, and the idea promptly struck turn of an orchcstul fantasy 
based on the theme. The following winter he sketched out the work in Madrid, 

Both fantaisies pittoresqucs on Spanish melodies are dretu bed in local color 
and brim over with the vitality of the Russian and Ludmilla overt tire. Glinka 
knew how to mold folk material to good symphonic purpose. 

Regarding the authenticity of Spanish music as treated hv mm Spaniards, 
what goes for so much of this genre in the music of Rumlv Korsakoff, 
Chabrier, Debussy, Ravel, etc., goes for Glinka’s fantaide^ rim tltar the material 
is basically Spanish but the treatment French or Russian, In mtme, as in all art, 
the true artist is rooted in his national origins. 



Christoph Willibald Gluck 

born: weidenwang, July 2, 1714. died: Vienna, nov. 15, 1798. 

A great triumph, my dear Christinel On the 19th we had the -first 
performance of “Iphigenie” 1 was carried away by it, and people can 
no longer tal\ of anything else . All heads are fermenting as a result 
of this event, as much as could possibly be imagined—it is incredible, 
there are dissensions and quarrels, as though it were a matter of some 
religious dispute; at court, although 1 publicly expressed myself in 
favor of this inspired wor\, there are partisanships and debates of a 
particular liveliness; and in town it seems to be worse still— Marie 
Antoinette, in a letter to her sister Marie Christine Josepha, April 
1774. 


►verture to 'Tphigenia in Aulis” 

s original form this Overture lacked an ending to make it a complete 
rt unit, i.e., as performed at the opera it continued without a break into 
pening scene. Mozart was allegedly the first to contrive a finale for it. 
* Wagner, dissatisfied with Mozart’s coda, provided one of his own. It is 
irsion, which includes other alterations, that is regularly used today. The 
ure is typically eighteenth century in its main pattern, beginning with a 
section (Andante) and continuing with a brisker section (Allegro). Much 
to emotional analysis, Wagner labeled each of the four themes appearing 
uck’s overture. The first he called “a motive of appeal from painful, 
ing heart sorrow”; the second, “a motive of violence, of commanding, 
taring demand”; the third, “a motive of grace, of maidenly tenderness”; 
le fourth, “a motive of painful, tormenting pity.” 

ck composed his opera to a libretto by Bailli du Roullet, who based it on 
e s Iphigenie, in turn based on the play of Euripides. It was performed 
e first time at the Paris Opera on Apr. 19, 1774. We have the testimony of 
Antoinette herself of the sensation it caused in the French capital, 
mia was long a favorite heroine of literature and music. Countless operas 
written about Agamemnon’s tragic dilemma in sacrificing his beloved 
iter for having killed a sacred stag. Despite Achilles’ efforts to rescue the 
; victim, Iphigenia is claimed by the offended goddess Diana and forced 
ve as her priestess in Tauris. Thus was the immobilized Greek fleet 
tted to sail for Troy. Gluck and his librettist, however, averted the tragedy 
owing Diana to be mollified without sacrifice. Iphigenia becomes the 
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wife of Achilles, and the Trojan War resumes without further appeasement of 
the outraged goddess. Nietzsche maliciously asked how the saintly Parsilai ever 
became the father of Lohengrin. “One might as well have asked Gluck,” wrote 
Alfred Einstein, “how Iphigenia, the wife of Achilles, managed to get to 
Tauris as high priestess.” Gluck later wrote of Iphigenia’s subsequent duties as 
priestess in the opera Iphigenia in Tauris. 

Dr. Burney, the ubiquitous eighteenth-century chronicler of music, was 
among the privileged few to hear the music of Iphigenia m Auhs bclorc it was 
written. He paid Gluck a visit in Paris in 1769. The composer played excerpts 
from many of his operas for the distinguished English visitor and then ran off 
the music of a new and still unscored work— Iphigenia. 

“Though he had not as yet committed a note of it to paper,” reported Dr. 
Burney, “[it] was so well digested in his head, and his retention was so won¬ 
derful, that he sang it nearly from the beginning to the end, with as much 
readiness as if he had a fair score before him.” 

JL B. 

Overture to the Opera c< Alceste n 

An epoch-making document attaches to Gluck’s Alceste. It appears in the score 
as a dedicatory epistle to the Grand Duke of Tuscany, later the Kmj»eror 
Leopold II. Expressing Gluck’s views on operatic reform, and outlining the 
purpose of Alceste, it reads as a challenge to opera tastes and styles dominant at 
the time. It amounts to a powerful plea for simplicity and directness in opera 
writing. The score was published with this manifesto in 1769, two years after 
the Viennese premiere of Alceste in its first form. The second, or French, 
version was not premiered in Paris till 1776, seven years after the opening shot 
of the new campaign in opera had been fired. 

In marvelously direct speech the manifesto calls for an end to superfluous 
and purely decorative devices in opera. The following quotation tenders the 
lengthy preface in somewhat condensed form. The paragraphing has been 
altered for more convenient reading. The original is in Italian and was actually 
the work of Gluck’s librettist Ranieri CalzabigL But (duck signed it, having 
first expounded to Calzabigi just what his aims were and how he wanted them 
expressed. 

I resolved to divest Alceste entirely of all those abuses which have so long dis¬ 
figured Italian opera and made of the most splendid and most beautiful ot qretadtf 
the most ridiculous and wearisome. 

I have striven to restrict music to its true office of serving poetry by means of 
expression and by following the situations of the story, 

I did not wish to halt an actor in the greatest heat of dialogue in order to wait foe 
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1 tiresome ritornello, nor to hold him up in the middle o£ a word on a vowel 
:avorable to his voice. 

I have sought to abolish all the abuses against which good sense and reason have 
ong cried out in vain. 

1 have felt that the overture ought to apprise the spectators of the nature of the 
wtwn that is to he represented and to form, so to spea\, its argument; that the 
oncer ted instruments should be introduced in proportion to the interest and the 
ntensity of the words. 

I believed that my greatest labor should be devoted to seeking a beautiful sim¬ 
plicity. 

I have avoided making displays of difficulty at the expense of clearness. 

I did not judge it desirable to invent novelties if they were not naturally suggested 
>y the situation and the expression. 

I have thought it right to set aside any rule for the sake of an intended effect. 
Simplicity, truth, and naturalness are the great principles of beauty in all artistic 
cianifes tat ions. 

In the hyperbolic style of his day, Gluck ends his appeal to reason by 
oliciting the most powerful patronage of Your Royal Highness, whose 
August Name I beg you may have the grace to prefix to this my opera, a name 
vhich with so much justice enjoys the suffrages of an enlightened Europe.” 
The libretto of Alceste is based on Euripides’ play, where the emphasis, as 
Alfred Einstein has shown, is on hospitality, rather than wifely devotion as in 
,alzabigi s libretto. In Euripides’ version Admetus, a Thessalonian king, is 
Did he is about to die. Apollo, who has been feted by Admetus after being 
xiled from heaven, asks the Fates to spare his friend. They agree, on one con- 
ition. Someone else must die in his place. Admetus’ wife, Alcestis volunteers 
nd dies. The great hero Hercules then steps in as deus ex machina. In gay 
lood, he visits his friend Admetus. He inquires about the mourning. Not to 
ampen the strong man’s spirits, Admetus lies. “A stranger has died here, 
Dmeone you do not know.” Hercules feasts at Admetus’ table and is soon 
runk and rowdy. An angry attendant then tells him the truth about Alcestis. 
lie news promptly sobers him up. He hastens to the funeral monument and 
^covers Alcestis from Thanatos, the Greek personification of Death. 

In the Italian version brought out at Vienna, Hercules is dropped entirely, 
istead, Apollo himself restores Alcestis to Admetus, out of gratitude. Calzabigi 
ghtly felt that the Greek hero’s tipsy cavorting in a house in mourning would 
.r on eighteenth-century taste. However, Guillard, who adapted the script for 
aris, brings the hero back into the story, though in a less objectionable state. 

1 the new version Alcestis never actually dies. As she dons the veil and pre- 
ires to depart, Hercules drives away the ministers of Death with his club, 
polio thereupon assures him of immortality for his deed. The Gluck opera 
resses Alcestis’ poignant situation as wife and mother more than Euripides’ 
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play. The theme of sacrifice and separation is treated more And, of 

course, the music of Gluck weaves a web of tragic pathos o .uton, 

making it doubly moving as personal drama. . , . , 

It is^readily Apparent in the overture that Gluck means *, abide by the 
principles laid down in his famous dedication. I he acuon is «.uply and 
eloquently foreshadowed in the mingled themes ot unu killing t.iu and 
plaintive pleading. Gluck called the overture an tntrada. since it meiges into 
the opening scene. “It is the first truly tragic introduction m an opera, says 
Alfred Einstein in the Master Musicians Series. I he tutu au d.ttUy colored 
by the trio of trombones, the form not in the least sonatahkc and dramatic,’ 
but heavily charged, neutral, purely a prologue to a gloomy action, and es fK >- 
cially disconsolate where it becomes gentle and supplicating, but tatc is inex¬ 
orable, like the sustained A in the basses. This piece in I) minor is the ancestor 
of an illustrious line, from the overture to Don Ghvann, to the Iragic 
Overture of Brahms.” 

There can be no doubt in any listener’s mind about the prevailing mood of 
Alceste. Few operas are so plainly tragic in atmosphere. Some uiiju«lv called it 
‘The dismal Alceste,” and there is the recorded gibe ot a meiubet ot the ami* 
Gluck faction, made at the Paris premiere in 17/6: 4 t*or nine days cite cheater 
has been closed, and on the tenth it opens with, a Requiem. 

Unless records to the contrary turn up, the honor of presenting for 

the first time in America goes to Wellesley (Allege, where i dtu k ^ tipna was 
given twice in March, 1938, The Metropolitan Opera House watted ull Ian. 24, 
1941, before producing it* A successlul earlier revival of ( dtu k % thfm had 
encouraged the management to hazard a production of the 1/4 ycat old novelty, 
Ettore Panizza conducted, and Marjorie Lawrence and Kntr headed 

the cast. Of course, all music lovers were already acquainted with Akcstes 
dramatic address to the ministers of death, “Divlntfes tin Sty v* *»<* ut t mg tit 
the first act of the tragidie«opiru* Significantly, (duck a ho i ailed hie opeia, a 
tragedia in musica . t R 




Karl Goldmark 

born: keoti 11*;i;v\ Hungary, may iH, t8^o, ninn: Vienna, jan, a, 15)15, 

// he has never sounded the deepest notes of hit man emotion, or 
gttm the world any passage of real sublimity, his worlds fume given 
gmu pleasure m many elasses of mttskims^-U A, I'uiaj^^Maitland, 


Concerto for Violin anti Orchestra in A minor, Op, 28 

L Allegro mndmio. II. Air: Andante, HI. Modcrato; Allegretto. 

• 

Ttm < I.vm'i t; Mtojt-i nivvf ut rite enmpnsiitg fraternity may well have been 
Karl C 5dltlm.uk, if we an* to accept fully W. Beatty Kingston’s description of 
him in A/toic ./«./ Manners. 'Hie h.ngtish writer’s pen sketch is repetitious and 
also studiedly figurative refla ting, perhaps, the journalistic style of his period 
-- but it is vivid and sympathetic, none the less, anti it is worth includitur here. 

ff © 

lie says: 

A meek bide man of fluffy four # slightly Inti and gd/e/led, ilmtd and retiring in 

manner* <4 aptdogrm addirvt, shabby apprarantr aiul humble bearing. Before 
Hrllmevbngri took bsm up and madr be* work** known to cite mrnhal public of 
the Amman oipttab tmidmatk had undergone many mats ami disappointments, 
as well as no hide atfttal pmafiom Although bn* * turner mime ami wmgs made a 
dettded bit shoitly alter I * atur to know hum it was not unfit nine years later ami 
then only tfttongb hh steadfast blends* ittflttrtiir with the imemlant of the Imperial 
theater* iliat bis gt and opera / he Kontgsn eon Saint, a woik terming wit It 
got gente* i liirttfal * olor* was brought out at the I lot theater, Cioldmat k’x was one 
of those gentle nanmw that air mrrwrly guileful tot fbe least mmuragemnit. 

A wtnil or two ot fudtMom, ptatw attenr any work *4 be, composition woult! at 
any moment dtspr! the settled sadness of lux rxpfrssmn and cause hh iknk feature 
to brighten wait lively plraxtttr, ! have often watt I ted him during rehearsals <4 hi** 
Qitattet and KUutUrt, fitting tjtnri in a uunet and not muming to make a 
mggndun when anything went wrong, though lit** ryr% would flash joyously enough 
when the performer* Itapgrtird to hit off fttr rxa* t marntrf in width hr wished his 
meaning to tr mfripremh A lr%s talkative person, lot a musical tnmpmrr, it would 
hr difficult ta discover, 

twen whm hr was among hts professional hmcluru, who wrte, for fltr most pan, 
cxfiemely kind to turn, he would net voted y shiiuk horn mixing in vonvmation and 
open his bps to no our tun Ins uga* ha horns at a xfirntu It aluuptly addressed, hr 
was \\%nti in tasf a dr pm atoiy glame at Im tnlrtloi mm , as though hr would mildly 
exilaint; "Ihudt strike uir, jmu>; Inn you may it yon will 1 * 1 Hut bring the soil oi 
matt he was, it h not mu prising that 1 failed to become very intimate with Karl 
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Goldmark, although I heartily admired some of his compositions and was for a 
long time ready at any moment to develop a strong liking lor him. But it is easier to 
shake hands with a sensitive plant and elicit a warm, responsive grip from that 
invariably retiring vegetable than to gain the friendship at ;t num adhered with 
unconquerable diffidence. So, after several futile attempts to break down Goldmark’s 
barriers of reserve, by which I am afraid I made him extremely uncomfortable, I 
resolved to confine my attention to his music, which, for the most part, is well worth 
studying and highly satisfactory to the cultivated musician’s car. 

It is interesting to note that the composer numbered Brahms among his 
many intimates. The picture of the “meek” and “timid” ami “apologetic” 
Goldmark loses some of its most prominent features in view at the fact that 
Brahms’s devastatingly blunt criticism of his confrere’s music could alter their 
relationship byt little. A real mouse might have gone scurrying to his corner in 
the face of such assaults. Of course, Beatty-Kingston does not tell us just what 
method of attack he employed in trying to “break down the harriers of (mid- 
mark’s reserve.” After all, even an “invariably //^retiring vegetable” might lie 
sparing of its “warm, responsive grip,” if proffered a mailed fist to sh; ike. The 
foregoing, possibly, contains implications unfair to Beatty Kingston, who, to 
give him his due, sounds like a genuinely hurt man in his unsuccessful attempts 
to win over Goldmark’s friendship. 

The Violin Concerto in A minor was given its first performance at a concert 
of the Privat Musikverein, Nurcmburg, Oct. 28, 1878, On that o< c.isiun the 
soloist was Johann Lauterbach, one of the most tuned violinists of the nine¬ 
teenth century. The rest of the program at that premiere included, besides 
Lassen’s Beethoven Overture, the Sixth Symphony of Beethoven, and a number 
of songs delivered by a Miss C. Gradel. Lauterbach performed, probably as an 
encore, a concert etude of his own composition. The violinist played the 
Goldmark Concerto again at a Gesellschaft concert in Vienna four nights later. 
Other works in that program consisted of Bach’s cantata, Herr (!<>(( ,/ich token 
tvir, Mendelssohn’s setting of Psalm 114, both numbers done with chorus, 
naturally, and Bizet’s UArUsienne Suite, which made its bow in the Austrian 
capital. 

Not the most frequently played of violin concertos, the (loldmaik A minor 
is in the usual three movements. They are marked, I. Allrgto mudrrato, 
A minor, 4/4; II. Air, which is an Andante in Cl major, C 4;’and HI. Alle¬ 
gretto, 3/4, which is preceded by a shore introductory section maiked Muderato, 
A minor, 4/4. 


K.C. B. 



Morton Gould 


WORK: RICHMOND HIM., LONt) ISLAND, N. Y„ DEC. 10, rC)T}. 

Motion (iiittij is one of those who hits approached joss "from 
above. ... I hot is, hr did not t ome to serious musk os an alumnus 
of l in Pan Aliev, hut rather the other way around. , . . Could has 
not let his wor/( in the popular field swamp his serious activities, and 
he has tried to maintain a fruitful connection between the two. lie 
has little use for the "art for art’s suite boys."- John Tasker Howard, 


"American Symphonette,” No. 2 

I. Moderately fast, with vi K ,»r. II, Pa vane. III. Racy. 

Tints ear Morton Gould lias written four of what he terms Symphonettcs. 
In eath of these he has tried to ‘'fuse the elements of our jxipular American 
idioms with the u.mtiai form and structure." The comjxiser suggests that the 
works have ken written as entertainment music "in the better sense of the 
term.” 

The fust three Symphoneftrs ate based on ja/.z am! swing idioms, whereas 
the fourth makes use of (he melodic and rhythmic principles common to 
popular Latin Ametican music, 

I he American Symphonette No. has been {tet formed frequently by noted 
orchestras. Its seiottd movement I’avaue has made sjieeial progress, having 
made the think of <lance, as well as conceit groups. It is a special favorite of 
school orchestras, 

Mt. Ctould began to tompise at the age of four when he also demonstrated 
a tnatked ability tor the piano, A pupil of Abby Whiteside and Vincent Jones, 
he later took musical ionises at the Juilhanl School of Music and at New York 
University, 

He has played the piano often in public, displaying a particular aptitude for 
the fist, forearm, and elbow technique, width is an iuqiortant adjunct of the 
musical ideology of tone < footers. A staff memlier of the Radio City Music 
Hall for a time, Mr, Could subsequently moved his lares and {mates to radio, 
where he has ken eminently successful, and to the movies, where the same 
holds true. 

A considerable number of Mr, Gould's compositions show dearly his predi- 
lection for combining native idiom with standard form. Hr has written for 
orchestra a Chorale and f-‘uf>ur m fasit; a I't.itu. < emcerto; looter (laltcry, based 
on melodies of .Stephen Foster; a Symphony, an American Suite, Lincoln 
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Legend, and Spirituals, besides three sonatas and a sonatina lor piano. His 
latest works include the score for the ballet Interplay and that tor the musical 
comedy Billion Dollar Baby. iL ^ 

''Spirituals for String Choir and Orchestra 

1. Proclamation. 2. Sermon. 3. A Little Bit of. Sin. 4* 1 mmi. T Jubilee, 

In writing the suite Mr. Gould sought to convey the* inuud and idiom of 
White and Negro spirituals, without resorting to literal exposition til specific 
tunes. Admittedly, fragments of actual spirituals were woven into certain 
passages. As a rule, Mr. Gould’s aim was to utilize the idiomatic elements in 
conjunction with much original material” Mr, Gould told the atifliotsi 

I have tried to write music the way one speaks, 1 tried to make it m direct and 
simple as possible. Part of the a Jubilee” section is in btmgir WiJogm paiirin, t If 
course, many contemporary jazz effects coincide with attain iti\flume patterns 
in our Spirituals. The White and Negro spirituals make a Urmciidom Inly of 
folk material One group ties into the other. That is White mum* air influ¬ 
enced by our Negro songs, and the other way around, What I tried to do was 
to synthesize some of these features. 

My starting premise was that our spirituals develop a wide g,mint of emo¬ 
tions, musically. These emotions are specifically Annk an, 1 he mug/* range 
from strictly spiritual ones that are escapist in feeling* or light an*I gay* to tlu*ie 
having tremendous depth and tragic impact. 

My idea was to get five moods, widely com ranted in lading, The title a ate wdb 
explanatory. Although most of the work is original as tat m thematic material 
goes, I have used fragments of folk tunes here and fine, 

I like them called Spirituals for String Choir ami t Uv/irmm amr my plan 

was to use the strings as if they were a vocal choir. The omminmn, “Ser¬ 

mon,” is only for strings. The analogous idea would lie 4 group of pruptr waging 
folk songs with antiphonal responses. 


Edvard Grieg 

BERGEN, NORWAY, JUNE 15, 1843. DIED: BERGEN, SEPT. 4, I907. 

^fly one with a sense of tune will realize the charm of Griegs music, 
aft d anyone who \nows Norway will recognize its special character, 
{j-fieg is Norway. His music is synonymous with Norwegian temper 
a fi,d nature, lore, light, and landscape. But he is more than that. 

so happened that the very national idiom in which he expressed 
frimself was also his own personal idiom. The more he sang about his 
i a fld, the more truly he spo\e of himself. The more local his en- 
Jjavor, the more universal his appeal. That is why his music has 
greatness and ongmcdity as well .— Christen Jul. 


~x.ce rto for Piano and Orchestra in A minor, Op. 16 

I. Allegro molto moderate. II. Adagio. III. Allegro moderate molto e 
jxiarcato. 

g have been made to read a strictly autobiographical program into the 
r Concerto of Grieg. That it is a burst of youthful ardor in some great 
excitement no one can doubt. The love of nature courses through it, 
joaring emotionalism. There is a strange hymnlike intimacy in the 
and Norwegian folk echoes abound, reflecting Grieg’s constant pre- 
on with the homeland. In any case, the facts surrounding its composi- 
_ild suggest the idyllic. 

: the summer of 1868. Grieg was only twenty-five. The year before he 
rried Nina Hagerup, whom he met in Christiana, where he led the 
nomc and taught. A daughter was born to them, and the Griegs 
a. vacation in Denmark. Grieg’s health was never too robust, and here 
ranee to drop a taxing routine, rest, and compose only when he felt the 
Lisband, wife, and baby daughter arrived in Copenhagen early in June. 
Ld was left behind with grandparents in the Danish capital, and the 
■Gt out for Sollerod, an hour s journey, where a cozy two-room gar- 
cottage, rented by friends, awaited them. They spent a healthy, leisurely 
slept late, ate heartily, took long walks, and enjoyed the lovely 
ide. At night he met friends in an inn near by and chatted over a glass, 
lours a day he was left alone to compose (he could never bear anyone 
a rshot while at work with the piano). And the A minor Concerto was 
=> wonder Gerard Schjelderup, stunned by its “natural impressions,” 
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saw “all Norway in its infinite variety and unity” before hi* eyes, comparing the 
Adagio to a “lonely mountain-girt tarn which lies dreaming of 

Grieg’s German biographer Richard H. Stein heard a joy oi lite amorous 
longing, and youthful fire” in the Concerto, contrasting it with the tragic 
Violin Sonata, Op. 45. “Apparently Grieg mirrored hunselt here, he wrote of 
the first movement. In the final surge of tone he even sensed <! nog's joy fo 
his growing artistic powers. In the Adagio the piano wove about the suave 
theme “sounds learned from nature herself” anti carried the hymn “out of 
church into the free fields of God.” He felt certain the Adagio had deep 
significance as a personal creed. A reverielike passage in I) in the im.de repre¬ 
sented the “image of the beloved appearing to Grieg and giving reality to his 
dreams of longing.” Later, this same love theme, expanded, tose jubilantly to 
a “love of all humanity”—the “Seid umschlagen Millioncti!" of Schiller's “Ode 
to Joy.” 

As for the sober facts, the Concerto was dedicated to the pianist Edmund 
Neupart (b. 1842, Christiana, d. 1888, New York), who first played it in 
Copenhagen on Apr. 3, 1869, and in Christiana the following year. There was 
a performance by Erika Lie at a Gewandhaus concert in Leipzig ht February, 
1872, and seven years later Grieg played it himself with the same ori**iiii/,aiian. 
On that occasion a writer in the Neue Zeitschnft fur spoke oi "‘its great 

color, Nordic flashes, original details, and charming mixture of major and 
minor,” besides its echoes of “Gade, Mendelssohn, and \\ dimers* with some¬ 
thing of Weber and much of Liszt.” 

Neupart wrote to Grieg from Copenhagen alter the wot hi ptemirre: 

On Saturday your divine Concerto resounded In the great hall <»| the Casino, 
The triumph I achieved was tremendous. Even as early a** the cadm/.i in the first 
movement the public broke into a real storm. The three dangrmm 4 tons* Cade, 
Rubinstein, and Hartmann, sat in the stalls and applauded with all flirir might, 
I am to send you greetings from Rubinstein ami say that hr n astounded to have 
heard a composition of such genius. He would like to make vour aMfiiaiittamr. 

That other keyboard idol of the time, Franz Lis/t* had already made the 
acquaintance of the young man from the north. Liszt wrote iu turn glowingly 
of an early violin sonata that had come to his notice, In it hr discerned a 
‘‘strong, creative, inventive, and well-disciplined talent whnh has only Jo follow 
its natural bent to reach even higher levels.” He urged Uitrg to vim! turn so 
that they might “know each other better.” Liv/fL intercession with the Nor 
wegian government brought Grieg a grant permitting him to visit the great 
man in his monastery home in Rome, Grieg relates the episode itt tm Iwrrs 
home. Liszt promptly asked for the piano concern*, which had jjmr arrived m 
manuscript from Liepzig. The gathering included a ”( Ihcvalirr dr Concilium,” 
Winding, Sgambati, and “a German Lir/iite* who goes m far tit aping hi* idol 
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at he even wears the gown of an abbe.” Some young ladies were present, 
f the kind that would like to eat Liszt, skin, hair, and all; their adulation is 
nply comical.” 

He and Winding were eager to see if Liszt would play the concerto at sight, 
rieg considering it impossible. But the incredible Abbe did, and Grieg even 
ought the difficult cadenza went best of all, though the first movement was 
do fast” and “helter-skelter.” Liszt stopped at one place, left the piano and 
Lth upraised arms strode across the huge cloister floor, “literally roaring out 
e theme.” When he got to a particular G in the score, “he stretched out his 
tns imperiously and exclaimed: ‘G! G! not G sharp! Splendid!” At the end 
: said to Grieg warmly: “Fahren Sie fort . . . und lassen Sie sich nicht 
schrec\enl” (Keep it up, and don’t be intimidated!) Liszt made suggestions 
out amplifying the orchestration which Grieg adopted but later modified in 
revised version. 

The pianist Oscar Meyer, reminiscing in the Neue Musi\zeitung, Stuttgart, 
10, adds another detail to the monastic tableau: 

It happened that in turning the pages Liszt missed a modulation and played 
orchestral fortissimo with great pomp in the major instead of in the minor, 
hen Grieg pointed out the error, Liszt stared at him indignandy, took a red 
lyon from the desk and made some vigorous marks in the notes. After repeated 
lelong scowls at the composer, he went on with his playing. 

The A minor Concerto abounds in fresh and striking themes handled with 
amatic contrast. In the opening movement (Allegro molto moderato, A 
inor ? 4/4), after a prefatory roll of drums against a sustained pianissimo in 
t horns and tuba and a brief cadenza for piano, the wood winds and horns 
nounce the marchlike subject later taken up by the piano in development 
ainst string accompaniment. The piano toys with subsidiary themes, one 
limato e molto leggiero, the other more flowing, with flute and clarinet 
tering in imitation. The trumpet gives out the second theme (Tempo lento, 
1 tranquillo), which is picked up by the piano, developed, and accelerated, 
le orchestra then weaves an elaborate passage against arpeggios in the piano, 
le first theme is back on the piano, and the strings take notice. A brilliant 
ienza leads to a brief coda. 

Muted strings, soon joined by wood winds and horns, discourse the theme of 
s Adagio (D flat major, 3/8), the piano trailing after with ornamental 
ssage work and the strings busy sustaining harmonies. Then the theme wells 
full-throated from piano and orchestra. 

The finale (Allegro moderato molto e marcato, A minor, 2/4), following 
s Adagio without a break, is a rondo on five themes. The first, in A minor, 
marked Norwegian flavor, is extensively worked out by the piano to string 
:ompaniment. The second (also in A minor) begins with bravura writing 
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for the piano and ends in lyrical chromatics. A brisk march figure in rn ; 
furnishes the third theme, sounded first by the piano, while pum. and orche 
combined announce the fourth. A flowing last theme ts adopted by the pu 
to cello accompaniment after flute and clarinet have first sung u to tre.m.l 
strings. There is a long repetition, then the coda, and the filth theme sut 
up maestoso from trumpets and trombones against piano and orchestra. 

t.) 


"Peer Gynt,” Suite No. 1, Op. 46 , anti Suite No, 2, Op. 

Grieg’s first impulse was to turn clown Ibsen s invitation to write the i nek let 
music for his poetic satire Peer Gynt , 1 his was in Jatntatv* IN*}, Ibsen otic 
to share equally the “400 specie dollars” he proposed to ask for tint p 
Needing the money desperately, Grieg accepted, \ci he felt Ids temprrattt 
unsuited to the task. Peer Gynt was philosophical fantasv, julJntviiig Nor 
gians for their apathy and vacillation, Grieg also believed that thr nature of 
play, though soon to be hailed as a poetic glory oi Norwegian lircramrm did 
invite music. Moreover, he smarted over Ibsen’s thrusts at his own peo| 
Ironically, it was this very assignment, so reluctantly taken on, that rstuhlisl 
Grieg’s fame the world over. 

After Ibsen’s death, Grieg confessed to a friend that hr had finally come 
agree with Peer Gynt’s central thesis. He wrote: 

Many Norwegians formerly believed, as I mvself did, that (Vrr (» vtit rrj 
sents only an exceptional type. Unhappily it has hern rinrntt in the Ira seats Is 
shockingly true to the life the poet sketched that national tluun tn, lion* rypo 
a dangerous side of our whole people mercilessly, bur that iravon it in that 
stands in such bad odor in our country politically. 

Drastically cut and revised, Ibsen’s satiric drama wan piudmed at 
Christiania Theater, in what is now Oslo, on Feh, di INN fwo long ye 
after Grieg had been approached to compose thr mode in And how 
conscientious Grieg had worked at the score! Tlinr were ?!mn ms pri-fut 
ances that year, all with Grieg’s music, John M.uv tailed tWr <!\ nr a Natuur 
satire not only on the nation, but upon universal tinman minor, If N a , Lr 
that belongs to the world.” 

Peer Gynt was the third of a trilogy of utifico lyric dramas wiinni bv fin 
The others were Lot/cs Comedy and llrund* I lie play is uf ifuai m ih msvlla 
rhymed verse and shows the poet in Ibsen at thr prat *4 In, nmnea! masm 
Despite the poetic atmosphere, there is slashing untv and N 

wegians must have squirmed in their seats as the ptftlry* ryprvf »4 natto 
traits struck home. “A poem of which any htcnmirr might lr jataadd* wr 
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Edmund Gosse of Peer Gynt. And from which any people might learn! The 
following is Grieg’s own summary of the action, inserted as a preface to the 
published score of the Second Suite: 

Peer Gynt, the only son of poor peasants, is drawn by the poet as a character of a 
morbidly developed fancy and a prey to megalomania. In his youth he has many 
wild adventures comes, for instance, to a peasants’ wedding where he carries off 
the bride up to the mountain peaks. Here he leaves her to roam about with wild 
cowherd girls. He then enters the kingdom of the mountain king, whose daughter 
falls in love with him and dances to him. But he laughs at the dance and the 
droll music, whereupon the enraged mountain folk wish to kill him. But he 
succeeds in escaping and wanders to foreign countries, among others to Morocco, 
where he appears as a prophet and is greeted by Arab girls. After many wonder¬ 
ful guidings of Fate he at last returns as an old man, after suffering shipwreck 
on his way to his home as poor as he left it. Here the sweetheart of his youth, 
Solvejg, who has stayed true to him all these years, meets him, and his weary 
head at last finds rest in her lap. 

Aase, whose name appears in the second section of Suite No. 1, is Peer Gynt’s 
mother, distracted and alarmed by her son’s wild talk and ruffianly conduct. 
She is something of a symbolic figure, like almost everyone else in the play, 
and her death was said to signify, according to Henry T. Finck, “the dying of 
nature in the autumn, far up in the North—the disappearance of the sun for 
months, leaving this globe in a ruddy darkness.” 

Anitra, whose dance makes up the third section of Suite No. 1, is the seduc¬ 
tive daughter of a Bedouin chief. Peer Gynt elopes with her on horseback. 
But Anitra gallops back home after regaining some jewels Peer had stolen. 
During “Anitra’s Dance” in the tent of the Arab chief, Peer, garbed as an Arab, 
soliloquizes sardonically. “What is beauty?” he asks, as he sips black coffee and 
smokes a long pipe; “a mere convention, a coin made current by time and 
place.” Grieg cautioned that, the music of “Anitra’s Dance” is conceived as 
accompaniment to Peer Gynt’s monologue, and should therefore be played 
behind the scene pianissimo.” 

Suite No. 1 consists of I. “Morning Mood” (Allegro pastorale, E major, 6/8); 
II. “Aase’s Death” (Andante doloroso, B minor, 4/4); III. “Anitra’s Dance” 
(Tempo di mazurka, A minor, 3/4); and IV. “In the Hall of the Mountain 
King” (Alla marcia e molto marcato, B minor, 4/4). 

Suite No. 2 failed to achieve the popularity of Suite No. 1, perhaps because 
the material and mood of the earlier were such as to preclude the need for a 
second helping of Peer Gynt. The Second Suite originally consisted of I. “The 
Abduction of the Bride”; II. “Arabian Dance”; III. “Peer Gynt’s Home¬ 
coming”; IV. “Solvejg’s Song”; and V. “Dance of the Daughter of the 
Mountain King.” Later Grieg discarded the fifth section and counseled others 
to follow his practice. 


L. B. 
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"Symphonic Dance No. 2’ 

The Symphonic Dance No. 2 is from a group of four such arrangements 
published by Grieg as Op. 64 in 1898. It is marked Allegretto grazioso, A 
major, 2/2. The melodies used in all four are Norwegian folk songs and dances. 
Grieg was a staunch nationalist in cherishing his musical country’s folklore, 
yet, except where he openly employed native themes in piano or orchestral 
treatments, as in Op. 64, he made up his own tunes. A very small fraction of 
his works contain literal quotations from folk sources, and only two other 
works (Op. 30 and Op. 35), besides the Four Symphonic Dances, frankly 
incorporate Norwegian melodies. ^ 


Charles Tomlinson Griffes 

BORN: Kl.MtKA, N. Y„ SUIT. 17, 1884. MVXK Nl.W YORK, ACK. 8, U)iO. 

The man Charles Tomlinson Clilies dial A (nil 8, 1*»20, in his 
thirty-sixth year. Grilles the musician is today a vital part of the 
A merit an tradition, and lire* in the memory of his friends and in 
the mush a! ex prut nee of a tv.de public. -Marion JIauisr. 

"The White Peacock," Op. 7, No. I 

Tm: wiivm in I'W < d ( It.trios 1 umlinsou ( irilfex brought to an untimely end 
one of the most promising careers in Amnican music. Though lie wrote, only 
a few works, which some uuiMtulogists have grouped us belonging to three 
distinct periods, they xjttuk of ,m impressive talent ami great versatility. 

In the first group are pines, according to John Tasker Howard, written 
during his 

student jteriod, when he was definitely under the influence of his German 
teachers, Ritter am! i lum|>rrUmck. It was then that fie wrote German songs. In 
his second style < httirs leaned toward the Fiemh Impiessitmisis, ami also showed 
his fotwlness tor the Russian i tnentaleau that was to ajipear as the mysticism of his 
later works, “l he Lake at levelling,” lioiu the thtee tone pa lures for piano, ami 
“The White I'rauuk," ham the Homan Sketches tor piano, show him in this 
period and demonstrate fas ;*.wet ot impiesstouistic dew option. , . . 

The thiol pelii«! shows an adsamed tietid; a gtaxpiug ot something less tig id 
than the tetupeud •>, ah’, a medium to sound the tommies he warned us to hear. 
It was in tins |teu««i diat Grilles w.mposrd frn I'tauo Sonata and his huger or- 
chest ml wmks. The Sonata has the inullecm.il consistency ol a Sthmd>erg, a 
pursuit ol tonal logic without the sanui<e *»! |*oetic comepuou. 

Familiar to turn m am Item r>; are The Vlrautre dome of KttNa Khan, the 
Poem for flute ami mu he-ata, and other umijwtxifium. 

The ouhc-.ua! vn-a.m „| “The White IV.utuk” tails for strings, wood winds, 
four horns, celesta, tarn tarn, ami two harps, It was first played by the Phila¬ 
delphia Onhrsua, itt Philadelphia, Dec. l't, pip), Ham Lange ami the 
Philharmonic Symphony peitmtiled it in Gurnrgic Hall at the concern of 
Feh. n, 7, X, and V pGt,, 

'The White 1 V.n*iik" ami its thtee companion* in the set Roman Sketches 
take inspiration from jweitts of William Sharp. 
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'The Pleasure-dome of Kubla Khan 


Ik 1912 Grilles, inspired by Coleridge's famous poem combed 77,, • B«w 
dome of Kubla Khan. Four years later he rev.sed ihe suur. I lu wl * 
brought out in Boston at a concert of the Boston hymplioHy < lateslr.j, I ten 
Monfeux conducting, on Nov. 28, 1919. At that ..me Gnllcs suppltcd ,h 

program book with the following note. 

The instruments called for are three flutes (one b.UTciumpeable with piccolo 
two oboes, English horn, two clarinets, bass clarinet, three bassoons, tour horn 
three trumpets, three trombones, bass tuba, kettledrums, bass drum, cymbal 
tambourine, tam-tam, celesta, pianoforte, two harps, stitugs. , 

I have taken as a basis for my work those lines ot U.lendge s poem ilesenbm 
the “stately pleasure-dome,” the “sunny pleasurc-dome with caves u» tie ti, 


“miracle of rare device.” Therefore I call the work l hr I > 


mUciCIC UJ. XcUV- Ut-vim-. a **w*.w. - - I ... 

Khan rather than “Kubla Khan." These lines include to U ami lutes ,U to 31 

It might be well to quote some of the lines— 1 -at least the last MX* 


“In Xanadu did Kubla Khan 
A stately pleasure-dome decree; 

Where Alph, the sacred river, ran 
Through caverns measureless to man 
Down to a sunless sea. 

So twice five miles oi fertile ground 
With walls and towers were girdled round, 

And here were gardens bright with sinuous nib* 
Where blossomed many an incense hearing tire; 
And here were forests ancient as the hills, 
Enfolding sunny spots oi greenery. 


# # # 

“The shadow of the dome ot pleasure 
Floated midway on the waves; 

Where was heard the mingled measure 
From the fountain and the eaves. 

It was a miracle of rare device, 

A sunny pleasure-dome with eaves of tcH” 

As to argument, I have given my imagination tree trio in the description of fit 
strange palace, as well as of purely imaginary revelry mhah might fair platr liter 
The vague, foggy beginning suggests the sac ret 1 mo, funmng “through < avers 
measureless to man down to a sunless sea” Then graduaSlv tir il»r niiflurv of ft 
palace, “with walls and towers girdled round,** Hr guldens wuh totmums an 
“sunny spots of greenery” are next suggested. From imtdr %mnr sounds of damn 
and revelry, which increase to a wild climax and then suddenly krai oil Theft* n 
return to the original mood suggesting the sacred riser amt "thr *avrv of tee 






Louis Gruenberg 

HORN'! burst u-mvtK, ursM\, Alfti. p 1KH4. 

1 rejeet. as emphatically at l am aNe, .11.1, systems that tend to cramp 
the emotional Streep of one's impression. Lour, (Jruknukru. 


Concerto for Violin and Orchestra, Op. 47 

i. Rhapsodic. II. With simplicity .m.l warmth. III. Lively and with good 
humor. 

; Commission rii in f.twlu tlvifrtz, this Cmu-mu was given its world premiere 
at a eoiu-m <4 the t’tul.uiclphi.i Oivtu-su.i, in Philadelphia, on Dee. 1, 1>B. 
Mr. Heiteu was the soloist, and Kugnm Omt.mtly eondueted. Requested by 
Louise Reek, die annotator, to supply inhumation about the new score, Mr. 
Grueulietg teplird with a tetreshingly candid statement on program notes and 
comjxmtit.n in gcnrtal .tml his Comet to in particular. The following arc 
excerpts from Mr, < ituenhmgb reply: 

luni ask me to vend ymt some notes eomcrniug wy new concerto. ... I have 
often wondered why a cofttpmrr dtoitld be asked to invent (mostly) episodes* in 
words abet hr fuv prmpued ami ptaynl over a iompobtion for a hwttiiifdy ever, 
lasting period* whrn the work kvcli is m own tlhimmatmg tommentary. 

Oh, it only wr could tcally hide faults anti shot mornings with wotdst Cain l say 
that the concerto is brantstub ptotouml* and terribly important as l umininwH 
thought in highly optimism m\ shall I say that it Inn* turned out only 

latrly utishutory as I have in gw* wit rustic moodv 1 

What tan a tnm|x»sct say tom et mug something lie ha** davrd over alter nemling 
k out in the wmld cnorpt to hope, to hope, and hope again? What civ should be 
expected boot a cmtifkisr* evept munn J Ami it hr deliver*! beautiful melodies 
supported by brattftlttl lutmumes and orderly um*dt m turn, that i% to yum it up in 
two words, passion and or tin, Mitel), it be dr livers this their h no nerd for words. 
But, if he doesrt t, well, ftinr tv even gteater nerd for silence on lib part. 

However, the *ompnsihou is the fevulr of a uumnivaon by ! letter/, who desired 
t0 * m Amrrh an * om rtto to (m already stupendous repertory* ami this wav, of 
course* nothing ter* than a diallrngr. It raised up that question of questions again 
as to what wav really Amrm an musk* lb toy mind* Amrtn an musk uifistsh of 
all human emotions, Nothing less! 

In order to add spn e tu tin* work, I have used several bare of two NVgto Spirituals 
in the seiund movemenr hr M de. endeavoring m imitate a hillbilly fiddlm ami a 
small town religious insul mrrtmg in t} ir fluid, The composition wav composed 
in three weeks, polished* oh I levitated and lontpkied month** hurt* Lea Maw 
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Miss Beck was also informed that Mr. Heifet/s counsel was sought in 

. l-i n. \iru-_ >ka solo writing struck the violinist us over¬ 

certain technical matters. When the solo wim g 

intricate Mr. Gruenberg blandly rejoined: “You re He.tct/,, aunt you} U e 
composer later confessed that while writing the Concerto he got ml of all his 

'i!£ &»nb«g : i words about the Negro Spirituals in the second mown™ 
refer mainly to ! solo passage in which the vtohn dtseourse. sect™, „( Oh, 
■ Holy Lord” and “Masw Jesus” The “hillbilly «fc»* ”"1“S away 

at the “Arkansas Traveler” in the third movement, vyhtclr lulh, vs , „ ^ 
movement without a break. To heighten the local color, Mr. (,ruu berg adds 
harmonica, clappers, tambourine, and gong to hts ample sconug a. thts pom 

In recent veals Mr. Gruenberg has gained prominence as a composer fa, 
films. Earlier he had won recognition through lus operas /,„ < on,/ Me 
stal\ and Emperor Jones . Concerning subsequent commit tuns Ml. Gruenberg 
has informed the authors as follows: 

These orchestral compositions have been written since PHO and have ten 
voluntarily withheld from performance for further exaunnatnm: Op. 41 teond 
Piano Concerto; Op. 42, Second Symphony; Op. 44, hud Symphony; Op. 45, 
Music to an Imaginary Ballet; Op. 48, Americana; Op. -In, Muac to an tmagma, 
Legend; Op. 49, Dance Rhapsody; Op. 50, Fourth Symphony. 

The picture scores have been “Fight for Life,” "Commandos Strike at Dawn, 
“Counterattack,” “American Romance,” and “So Ends One Night. ^ 




Henry Hadley 

BORN! SOMERVILLE, MASS., DEC. 20 , 1871. DIED! NEW YORK, N. Y., SEPT. 6, 1 937. 

He lived mentally with every new development in tone, and inter - 
estedly watched the revolutionary experiments of the advanced school, 
but he felt in them nothing that answered to his own fundamental 
approach to music, and so he remained true to the ideas and ideals of 
the masters whom he revered most deeply .— Leonard Liebling. 


Overture "In Bohemia/ 5 Op. 28 

Called, with all due respect, “the Henry Ford of American music,” Henry 
Hadley probably produced more music than any other native composer. Though 
prolific, he wrote with immense care and skill. The facility rarely, if ever, 
became slipshod haste. He evidently composed in all forms with equal ease. 
He was a widely acclaimed conductor, too, as guest, associate, and regular 
director, and he early identified himself with the practical needs and en¬ 
deavors of America composers. Out of this interest in the problems of his 
colleagues grew the National Association for American Composers and Con¬ 
ductors. Europe knew Hadley as conductor and composer. In 1920 the Metro¬ 
politan Opera Company took cognizance of his gifts by producing one of his 
five operas— Cleopatra's Night. 

The overture In Bohemia was written at Garden City, Long Island, in 1900 
and intended for performance at the annual “High Jinks” meeting of the 
Bohemian Club in the Bohemian Grove, California. Hadley was to conduct. 
However, European commitments made it impossible for him to appear, so 
the overture was first played—with great success—in Europe. Later Victor 
Herbert conducted it in Pittsburgh for the first time in America. It is to 
America’s beloved operetta king that the overture is dedicated, the inscription 
reading “To my good friend Victor Herbert.” There is a second dedication, 
however, at the head of the first page of the score: “To the Bohemian Club of 
San Francisco.” 

The work is built around a buoyant and vigorous theme announced fortis¬ 
simo by the entire orchestra (Allegro con brio, E flat major, 6/4 against a 
cross rhythm of 6/2). This recurs in vividly changing guise through the over¬ 
ture and finally looms majestically in the coda. There are freshness and strength 
in the writing, mingled with suave melody, suggesting—as the London 
Standard critic noted when Hadley was guest of the London Symphony 
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Orchestra in Queen’s Hall on May 23, 1913—“tht the artist’s life is a minute 

of stern endeavor and dreamy pleasure. , . t t „ 

Realizing that many listeners might be misled by the title u .ho overture, 
Hadley explained to Felix Borowsti of the Chicago Symphony that the refer, 
ence was m the free fellowship of art. “The title /n ZfoWu. in dm ."stance, 
has no national meaning, but refers only to that lsljsmm w lore true artists 

dwell.” 


L* b« 






George Frederick Handel 

BORN! HALLE, FEB. 23, 1685. DIED: LONDON, APR. 14, 1759. 

I should be sorry, my lord, if 1 have only succeeded in entertaining 
them; I wished to ma\e them better .— Handel to Lord Kinnoul, 
after the -first London performance of The Messiah, Covent Garden, 
Mar. 23, 1743. 


J^ater Music” Suite 

[Arranged by Sir Hamilton Harty ] 

I. Allegro. II. Air. III. Bourree. IV. Hornpipe. V. Andante. VI. Allegro 
deciso. 

iWMAN Flower had not come along to explode the legend, Handel’s 
Music suite would still rank as one of the great peace offerings in the 
r of art. 

Drding to the long-accepted story, Handel planned the work in 1715 as a 
e of appeasement to George I. Handel had been George’s Kapellmeister 
he was still Elector of Hanover. In 1712, Handel obtained permission 
nis ruler to visit England. The visit proved highly lucrative, and Handel 
to return to his Hanoverian post. Finally Mahomet went to the moun- 
^ueen Anne died in 1714, and Handel’s former employer found himself 
Lined King of England. The King was supposedly incensed over Handel’s 
g truant. 

i Burlington and Baron Kielmansegg, the Master of the King’s Horse, 
i.t up a plan of reconciliation, which was carried out. During a “royal 
party” on the Thames, the King’s barge was followed by another bearing 
-1 and a group of musicians. The King was enchanted by the music and 
lly asked its composer’s name. When told it was Handel, the two were 
>tly reconciled. 

story would be all right except for the date. Documents unearthed by 
Lower revealed the barge episode as occurring in 1717, almost two years 
he records show Handel and the King to have become friends again, 
ver, it is just possible that the King never took Handel’s truancy too 
Handel accompanied him on a trip to Hanover in 1716, and later George 
m annuity for life of ^200 on him. Queen Anne had earlier put him on 
nsion list. 

Daily Courant of July 19, 1717, describes the incident as taking place 
ays earlier. The King’s barge moved from Lambeth down to Chelsea 
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during what war to termed "a state progress.” The river was (airly blanketed 
with barges, among them one conveying the musicians. I he London sheet 

reported: 

Many other barges with persons of quality attended, and so great a number of 
boats that the whole river in a manner was covered, i aty .output!) s was 

employed for the music, wherein were fifty instruments of all sous who played all 
the way from Lambeth, while the barges drove with the rule w.tlumt rowing as 
far as Chelsea, the finest symphonies, composed expressly lor tins occasion by 
Mr. Handel, which His Majesty liked so well that he caused U to be played over 
three times in going and returning. 

At eleven His Majesty went ashore at Chelsea, where a supper was prepared and 
then there was another very fine concert of music which lasted till two, after which 
His Majesty came again into his barge and returned tire same way, the music 
continuing to play until he landed. 

A report made to the Duke o£ Brandenburg on July I 1 ) by his envoy Frederic 
Bonnet gives further details of the expedition down the Thames besides one 
or two surrounding circumstances. 


Some weeks ago, the King expressed a wish to Baron von Kilmametk to have a 
concert on the river, by subscription. . . * The baron addressed himself therefore 
to Heidegger, a Swiss by nationality, but f sic] the most intelligent agent the nobility 
could have for their pleasures. Heidegger answered that much as he was eager to 
oblige His Majesty he must reserve the subscription for the big enterprises, to wit, 
the masquerades, each of which was worth from 300 to 400 guineas to him. 

Baron Kilmanseck, seeing that H. M. was vexed about these dtfliuttftrs, resolved 
to give the concert on the river at his own expense, a ml so tilts convert took place 
the day before yesterday. 


Bonnet added that the musicians’ barge kept close to the side of the Kings 
float and that the men “played all kinds of instruments, vk. t ttumpm, hunting 1 
horns, oboes, bassoons, German flute, French llutcs-a bee, violins, ami basses, | 
but without voices.” Evidently a more observant repirrer than the Daily 
Courant man, he even contributes the information that the music "took an 
hour for each performance.” 

John Walsh first published the Water Musk in 1720, and later, became of its 
growing popularity, he brought out a harpsichord edition of Hamlet* Cele¬ 
brated Water Music \ Com pleat, Hamilton 1 lart v chose six of the twenty pieces 
comprising the original Water Music and arranged them for modern onhestra : 
in an edition published in 1922 . 


JU ii. 
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Concerto Grosso for String Orchestra 
No. 7 


in B flat major, Op. 6, 


I. Luigo. II. Allegro. III. I,;irgo, e pimio. IV. Andante. V. Hornpipe. 

A pjoti'rk IN the British Museum reveals clearly how Handers instrumental 
ensembles were distributed atul the place occupied by the tutti, or concerto 
grosso, in the seating plan. For the term has a double meaning, signifying a 
group ot pliyeis us well as an orchestral work with two or more solo instru¬ 
ments. 

The picture shows Handel surrounded, rather titan solely faced, by the 
musicians. He is seated at a double keyboard clavicembalo. To his right, 
directlv under his eve, is grouped the concertino, consisting of the solo players. 
Behind him, out of sight, are the supporting players, the'concerto grosso, and 
supplementary musicians known as nfwnists. which may be freely translated 
from the Italian as Hillers ml* 

The concert ino gmup* accordingly* lies within direct range of HamldLs 
signals and relays Ins wishes to the other*. 'The different bodies of the Han* 
dclian orehestu governed one another with elasticity" Romain Holland 
observes in his hook mu 1 landed; "and it was the incisive rhythm of the little 
cembalo whkh put the whole mass into motion," Mechanical stillness in per¬ 
formance was thus avoided, a* lording to M. Holland, On the other hand, a 
.split-second closeness of thought between Handel and his subeouduetors in the 
enneertitio and tomettn gmsso was ahsohifrly essential, 

lake Bach* whose RronJtnlntrg LWorr/m appealed twenty yeans before his 
own, 1 latttlel found valuable models for his instrumental style in the Italian 
ichuol ol t orrlti anti \ ivaldn though, naturally, the Anglo Herman composer* 
like the Leipzig master heloif him* stamped his own indelible genius on the 
luma The comerm gtossu in Handels uraitnrnt is usually a dialogue, bandy¬ 
ing echoes and uamasts, between the solo msuumews and the tutti. The 
seventh, howrvet, Inks the turn emtio, 

Handel composed hts ‘Twelve (hand t !oturrtos in thirty two days* roughly 
one every third day, this is nor astonishing in Handels case* Rinat do was 
completed in fourteen da vs and 7 he A/e* a ah in twenty eight. His facility was 
breathtaking, and umoaptmiai patterns name to him almost spontaneously, 
vSpmi did not detract fiotii workmanship* however. A mind so snugly geared 
to creative activity and so richly stocked with criteria of form could think 
normally in terms of per let non. 

On < ku IK 17IK the IjmJtw t Wy An; carried an atmmmeemem to the 
effect that ‘’this day air published piojanals for printing by subscript ion, with 
Hb Majesty s royal 1 14 ruse and ptoteuinu* Twelve (»rand (oiicrttm, in Seven 

hi mm imm 
Uiiiii tisitimi w iisiioiflsi 
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Parts, for Four Violins, a Tenor, a Violoncello, with a thorough-bass for the 
Harpsichord. Composed by Mr. Handel. Price to subscribers, two guineas. 
Ready to be delivered by April next. Subscriptions are taken by the author, at 
his house in Brook Street, Hanover Square, and by Walsh. 

Walsh, the publisher, further announced on Nov. 22 that “two of the above 
concertos will be performed this evening at the Theatre Royal, Lincoln s Inn,” 
and later, on Apr. 21, 1740, that the concertos “now are played in most public 
places with the greatest applause.” Many other works of Handel just as rapidly 
became public property in his lifetime. It is well to keep this in mind when we 
read the catalogue of his pilferings from the works of others. Warranted or 
not in putting the ingenuities of others to noble purpose on his own premises, 
Handel fully redeemed himself in the largesse of his art. He gave unremittingly 
of his genius, and unremittingly others profited. Of the organ concertos alone, 
Dr. Burney wrote that “public players on keyed instruments, as well as private, 
totally subsisted on these concertos for nearly thirty years. 

Notable in the seventh of the twelve concerti grossi is the soaring lyricism of 
the third movement, regarded as foreshadowing Beethoven; .also, the sprightly 
hornpipe of the finale, in which Handel makes use of the Scotch snap or catch 
(a short note followed by a long). Popular as a dance in sixteenth-century 
England, the hornpipe still flourished in Lancashire and Derbyshire after its 
decline elsewhere. Though in triple time in Handel’s day, it gave way to 
common time and other alterations about 1760, when prominent dancers began 
to bring it into the theater. 


Concerto for Orchestra and Organ in D major 

[Transcribed by Sir Hamilton Harty] 

I. Adagio. Allegro moderate. II. Adagio. Allegro con brio. 

Arranged by Sir Hamilton Harty early in the 1) major Concerto was 
premiered in the new version by the London Symphony Orchestra at Queens 
Hall, London, on Oct. 9 of that year. The transcriber conducted. On the 
following Jan. 9, Frederick Stock led the Chicago Symphony Orchestra in the 
American premiere of Sir Hamilton’s transcription. 

The original Concerto is to be found in volume No. 47 of the Handel 
Gesellschaft edition begun in 1856 under the general supervision of the German 
musicologist and biographer Friedrich Chrysander. Included in the volume 
are three orchestral concertos, the Fire Works Music, the Water Music, and two 
double concertos. Sir Hamilton also arranged the Fire Works music for 
current use. 
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Handel’s manuscript allows lor improvisation on the organ, though nothing 
more than a framework part is indicated, Handel, a widely acclaimed organist, 
gave himself wide latitude tor a prodigious show of technic in impromptu 
playing- Sometimes not even the bare outline is given in the scoring, the 
ad libitum giving the organist complete ireedom of improvisation. 

Besides the organ, Sir Hamilton’s transcription calls for two oboes, two 
clarinets, two bassoons, tour horns, three trumpets, kettledrums, and strings. 

On the subject of improvisation, Rornain Holland once remarked that 
Handel’s instrumental music seemed constantly that wav. ’’When you have 
studied with minute care each detail,” he said, "obtained from your orchestra 
an irreproachable precision, tonal purity, and finish, you will have done nothing 
unless you have made the face of the improvising genius rise from tine work. 1 * 

In short, this was music “to he served piping hot to an audience*” 

3LB. 

Suite from the Opera ”11 Pastor Fido” 

("The Faithful Shepherd”) 

[ Arranged by Sir Thomas Heecham | 

(a) Introduction and Fugue. (It) Adagio. (Y) Gavotte*, (d) Finale. 

Wnn .K on a visit to Loudon in 1712, II.mdrl submitted the score of II Pastor 
Fido to Owen MacSwincy, then managing the opera season at the King’s 
Theatre. It is supposed that Handel had written most of the music before 
leaving Hanover late in the autumn. The work went into rehearsal early in 
November and was produced on the twenty sixth. As C. 1*'. Abdy Williams 
points out, the price scale was “as usual," running from It. tut. for balcony 
seats to H,r. for boxes. Although the illustrious Cav.tlierc Valeriano Pellegrini, 
delicately dcscrilred by Williams as "an artificial soprano,” took part, the ojiera 
was dropped in February after six performances. It went better when revived 
on May 18, 1714, then attaining fourteen performances. Hut the new version 
was vastly dilferent. ’It* begin with, it was "intermixed with choruses,” and 
the scenery was modified "after a particular maimer." Then, a danced Pro¬ 
logue, entitled "Terpsichore” and described as a "play for dancing or a ballet 
with singing,” was affixed to the opera. 

The modest work was much in the style of the pastoral genres common to 
the literature and music of the time, Giacomo Rossi furnished Handel with 
an Italian libretto based on an involved network of intrigue. Tire seme, of 
course, is Arcadia. The interlocked sequence of requited anti unrequited love 
begins with Mint Hu’s love for Amarillis. Though secretly in love with Mirtillo, 
Amarillis is promised to Silvio. To even matters, Dorituia is in love with Silvio. 
Also nursing a heartache is Kurilla, a confidante of Amarillis, secretly in love 
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with Mirtillo. The situation is saved by the threatened death of Mirtillo and j 

the high priest Tirenio’s stern rebuke “ Non e pin tempo di p end cue T o d’ira, j 

ma di grazia ed amove” (“this is no longer a time for vengeance and anger, j 

but for grace and love”). After which Amarillis marries Mirtillo and Dorinda \ 

Silvio, followed by a choral outburst and a hallo generate. 

Long interested in salvaging Handel dances from oblivion. Sir Thomas 
Beecham arranged a suite from II Pastor Fido consisting of seven separate 
numbers. Premiered in 1939 at a concert of the London Philharmonic Orchestra 
led by Sir Thomas, the Suite was first played in America by the St. Louis 
Symphony Orchestra, Vladimir Golschmann conducting, on Dec. 13, 1940. 

Sir Thomas had earlier made an arrangement of dances from Handel operas 
for Serge DiaghilefPs Russian Ballet. Consisting of eleven numbers, the Suite 
was used in the ballet The Gods Go A-begging, first produced in London on 
July 16, 1928. 


L. B. 



Howard Hanson 

BORN; WAIIOO, NEB.* OCX 28, 18t)6. 


Hanson*s style is best classified by the much-used term “eonserva* 
tively modern" He believes in the constant expansion of harmonic, 

melodic t and rhythmic idioms » bus his innovations have their roots 
firmly planted in the classics,—draw Tasker Howard* 


"Nordic” Symphony 

I. Amlante solennc; Allegro eon fuoeo. II. Andante teueramente con 
simplicity. III. Allegro eon fuoeo. Finale. 

Earliest or Mr. Hanson's larger works, the Nordic Symphony was composed 
when he was only twenty two and premiered under his direction by the 
Augustco Orchestra in Rome. Most of the major American orchestras have 
since given it a hearing. The lines “To him that overcometh will l give to eat 
of the tree of life, which is in the midst of the paradise of Chid” apjic.ir tin the 
flyleaf of the score. 

Developed in free classical style and cyclical in form, the. symphony is divided 
into three movements: Andante solemn-: Allegro con fuoeo; Amlante tone*a 
mente con semplieita; Allegro con fuoeo leading into the finale. In the first 
movement appears the thematic material around which the ‘Vy.lita!" pattern 
revolves. In Mr. Hanson’s own words, this ojieniug section "sings of the 
solemnity, austerity, and grandeur of die North, of its restless surging and 
strife, of its somherness anil melancholy.” 

The slow movement, sharply contrasting with the first, is inscribed "to my 
mother" ami characterized by "a feeling of wistful sadness." The third move- 
ment, rugged and iicry in spirit, is dedicated “to my father." In it Mr. Hanson 
gives concrete expression to his hive of .Swedish folk songs in themes of folklikc 
flavor. In the finale, following the third movement without interruption, the 
symphony’s initial subject is repeated and saves as a coda. 

The Nordic Symphony as a whole is dedicated to Major helix L.tmotul. 
founder and head of the music department of the Amah an Academy in Rome. 
Because of its highly melodious and romantic character, it was fur many years 
the most popular of Mr. Hanson’s symphonic compositions. 


L. ». 
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Symphony No. 2 ("Romantic”) 

I. Adagio; Allegro moderato. II. Andante con tenerezza. III. Allegro con 
brio. 

One of the two most frequently performed of Howatd Hanson s symphonies 
(the other , being the Nordic), the Romantic was commissioned by Serge 
Koussevitzky for the fiftieth anniversary of the Boston Symphony Orchestra. 
Its first performance occurred in Boston on Nov. 28, 1930, with Mr. Kousse- 
vitzky conducting. In October, 1939, Mr. Hanson’s symphony figured on two 
special programs of the Boston Symphony arranged by Mr. Ivoussevitzky in 
honor of the American composer.” Arturo Toscanini led the first performances 
of the Romantic in New York with the Philharmonic-Symphony on Mar. 1, 
3, and 6, 1933. 

The score of the Romantic Symphony calls for two flutes, piccolo, two oboes, 
English horn, two clarinets, two bassoons, contra-bassoon, four horns, three 
trumpets, three trombones, tuba, tympani, snare drum, cymbals, ami strings. 
Mr. Hanson’s own analysis of the symphony, written for the Boston premiere, 
follows: 

The work is in three movements: The first (Adagio; Allegro imxlerato) begins 
with an atmospheric indication in the wood winds, joined first by the horns, then 
the strings, and finally the brass choir, and then subsiding. The principal theme is 
announced Allegro moderato, by four horns, with an accompaniment of strings and 
wood winds, and is imitated in turns by the trumpets, wood winds, and strings. 
An episodic theme appears quietly in the oboe and then in the solo horn. A transition 
leads into the subordinate theme. Lento, with the theme itself in the strings and a 
countersubject in the solo horn. 

The development section now follows, with the principal theme announced in a 
changed mood by the English horn and developed through the orchestra. The 
episodic theme, influenced by the principal theme, also takes an important part in 
this section. The climax of the development section leads directly to the return of 
the principal theme in the original key by the trumpets. This is followed in turn 
by the episodic theme, now in the clarinets, and then in the first horn, with canonic 
imitation in the oboe. The subordinate theme then follows, and the movement 
concludes quietly in a short coda. 

The second movement (Andante con tenerezza) begins with its principal theme, 
announced by the wood winds, with a sustained string accompaniment. 'Hie inter¬ 
lude in the brass, taken from the introduction of the first movement and interrupted 
by florid passages in the wood winds, develops into the subordinate theme which is 
taken from the horn solo in the first movement. A transition, again interrupted by a 
florid wood-wind passage, leads into a restatement of the principal theme of the 
movement. 
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The third movement (Allegro eon brio) begins with a vigorous accompaniment 
figure in strings and wood winds, the principal theme of the movement reminiscent 
of the first movement'—entering in the four horns and later repeated in the basses. 
The subordinate theme, Molto mono mosso, is announced first by the cellos and 
then taken up by the English horn, the development of which leads into the middle 
section Piu mosso. 

This section begins with a pizzicato accompaniment in the violas, cellos, and 
basses, over which is announced a horn call. This call is taken up by the trombones 
and leads into a fanfare first in the trumpets, then in the horns and wood winds, 
and then again in the trumpets and the wood winds. The climax of tins fanfare 
comes with the announcement of the principal theme of the first movement by the 
trumpets, against the fanfare rhythm in the wood winds. The development of this 
theme leads into a filial statement of the subordinate theme of the first movement, 
fortissimo. A brief coda of this material lends to a final fanfare and the end of the 
symphony. 

At the time of the Boston premiere of the Second Symphony, Mr. Hanson 
made some controversial remarks that were widely quoted anti discussed. They 
concerned the conflict in modern music between realism and romanticism, 
Mr. Hanson stated: 

The symphony represents for me my escape from die rather bitter type of modern 
musical realism which <iecupics so large a place in contemporary thought, Much 
contemporary music seems to me to be showing a tendency to become entirely too 

cerebral. I do not believe? that music is primarily a matter of the mtclieu, hut write* 
a manifestation of the emotions. I have, therefore, aimed in this symphony to create 
a work that was young in spirit, lyrical and romantic in temperament, and simple 
and direct in expression. 

In a later communication to die Philharmonic Symphony, Mr, Ilastsoft 
reverted to the earlier declaration. 

That statement launched a musical bomb at the time, for, as you will recall, the 
Nineteen Twenties marked the heyday of the aconaltsN and any comfiose* under 
seventy-five who wrote an undisguised triad was considered a traitor to dtr umw, 
By my little manifesto I also added to my worries die job- of explaining 4 few 
thousand times what I meant by M romantie, n My guess is dial I didn't quite know 
what I did mean, except that it was a convenient red flag word at that time, My 
explanation today would be somewhat simpler, I believe that their ate essentially 
two types of music, warm blooded music anti colt! blooded music, and rvriy {lovable 
admixture of the two. The Romantic h definitely warm blooded music, Whatever 
else may be said of it, it has certainly proved to be my most popular work with the 
general public* 

Besides being played by most symphony orchestras in America, the Rmnmtk 
Symphony also became one of the better known Amriiian suites in Europe* 
The principal melody of the slow movement was used* in ja*v. form, as the 
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theme of the United States Army Dance Band on its extensive tour of Europe 
during the war. Army radio stations broadcast the popular version repeatedly. 
Moreover, the romantic slow subject of the first movement was adopted as 
band theme by the students of the National High School Orchestra -in Inter- 
lochen. For several years this theme served to open the annual series of broad¬ 
casts from Interlochen. A jazz version of the same melody later appeared in an 
arrangement by Syl Novelli, with lyrics by Sylvia Dee, author of the lyrics of 

“Chickery Chick!” , . . 

To date Howard Hanson has written four symphonies, all of them obtaining 

their concert premieres on programs of the Boston Symphony Orchestra. The 
first, the Nordic, dates from 1929, and is one of the best known of his numerous 
scores. During the composition of his Third Symphony in 1937, Mr. Hanson 
m a de another significant reference to his Second Symphony: Like my 
Romantic symphony, the Third one, too, stands as an avowal against a certain 
coldly abstract, would-be sentimental music professed by certain composers of 
high gifts.” Mr. Hanson’s Fourth Symphony won the Pulitzer Prize for 1944. 

An articulate and influential figure in American music, Mr. Hanson studied 
at Luther College of Wahoo, Neb., and later in the School of Music of the 
University of Nebraska. There were also intervals of study at the Institute of 
Musical Art in New York (with Percy Goetschius in composition) and at the 
Northwestern University School of Music at Evanston, Ill. At twenty, Mr. 
Hanson became professor of theory at the College of the Pacific in San Jose, 
Calif. At twenty-three he was appointed dean of the Conservatory of Fine Arts 
of the same college, and at twenty-five he was awarded the Prix de Rome, 
bringing him a three-year fellowship in composition at the American Academy .! 
in Rome. When he returned to America in 1924, Mr. Hanson was made 
Director of the Eastman School of Music, Rochester, N. Y., where he has been 
serving in the triple role of administrator, instructor, and conductor. Among 
his numerous compositions ate three symphonic poems, choral works, and 
chamber music. An opera, Merrymount, with a libretto by Richard Stokes, was 
staged by the Metropolitan Opera Company in 1932. John Tasker Howard, in 
Our Contemporary Composers writes: 

Hanson’s importance to American music does not rest on any single work, nor 
indeed on any one phase of his activity. If he has a particular artistic creed, it is a be¬ 
lief in the necessity for absolute freedom of creative expression, each composer writing 
out of the depths of his own soul that which seems to him to be good. When such 
a creed is generally held by composers, critics, and music lovers, academic questions 
concerning degrees of newness will give way, he says, to the more essential problem 
of assaying each new work for the precious metal of vital beauty, without which no 
work can live. 


L. B. 





Roy Harris 

BORN! LINCOLN COUNTY, OKLA., FEB. 12, 1 898. 

He comes from the West and, as a sort of musical Walt Whitman, is 
filled with a sense of destiny.— Douglas Moore. 


Symphony No. 3 (In One Movement) 

After the Boston Symphony premiere of Mr. Harris’s Third Symphony in 
February, 1939, a young student at Harvard wrote a review for the March-April 
number of Modern Music. In it he spoke of the new work as “mature in every 
sense, beautifully proportioned, eloquent, restrained, and affecting.” The bud¬ 
ding critic confessed “experiencing a strong desire to hear the Harris again, 
because it greatly excited me.” This laudable desire he later satisfied in 
a very practical way—by conducting the symphony himself. The Harvard 
student’s name was Leonard Bernstein. 

Of the same symphony Oscar Thompson expressed what is now a widespread 
opinion: 

Without exalting it to a place beside the symphonies that are the recognized 
masterpieces of other eras, there is good reason to look upon the Harris Third 
Symphony as a work which is as representative of our times as are the best works of 
Shostakovich and Prokofieff, of Hindemith and Bartok, or of any of those Euro¬ 
peans who do not, like Strauss, Sibelius, and Rachmaninoff, belong essentially to 
another generation. 

Mr. Harris wrote this symphony late in 1938. The printer had the score the 
following January. One month later, on Feb. 24, Serge Koussevitzky directed 
its world premiere with the Boston Symphony Orchestra. Mr. Koussevitzky 
repeated it in Boston on Oct. 6, 1939; at the Berkshire Festival on Aug. 3, 1940; 
and again in Boston, on Dec. 26 and 27, #1941. Other major orchestras have 
included the work in their repertories. By 1945, some fifty performances had 
already been given of this symphony, which Mr. Koussevitzky is quoted as 
having called “the first truly great orchestral work to be produced in America.” 
For the Boston premiere, Mr. Harris supplied the program annotator John N. 
Burk with a structural outline, instead of the customary detailed analysis, of 
the One-movement Symphony. The composer’s plan follows; 

Section I. Tragic—low string sonorities 
Section II. Lyric—strings, horns, wood winds 
Section III. Pastoral—emphasizing wood-wind color 

321 




322 


THE CONCERT COMPANION 

Section IV. Fugue—dramatic 

A. Brass—percussion predominating 

B. Canonic development of Section II material constituting back- 
ground for further development of iugut 

C. Brass climax. Rhythmic motif derived from fugue subject 
Materials: 1. Melodic contours-diatonic—polytonal 

2. Harmonic textures—consonance—polytonal 

The symphony is scored for three flutes, piccolo, two oboes, English horn, 
two clarinets, bass clarinet, two bassoons, four horns, three trumpets, three 
trombones, tuba, tympani, vibraphone, cymbals, triangle, anti strings. 

Described as the “most frequently performed serious American composer," 
Roy Harris was first educated in California. There he studied music with 
Arthur Farwell. In 1926 he went to Paris, where his teacher was Nadia 
Boulanger. He was twice awarded a Guggenheim Fellowship. In 1930 Mr, 
Harris obtained a Creative Fellowship from the Pasadena Music and Arts 
Association. Later he became head of the composition department of the West¬ 
minster Choir School of Princeton, N. J, before being appointed Composer in 
Residence at Cornell University. 

Among his major compositions are five symphonies, an Andantino for 
Orchestra, a Chorale for String Orchestra, a Prelude and Fugue for String 
Orchestra, a Time Suite , a Violin Concerto, a Piano Concerto, two string 
quartets, a string sextet, a quintet for piano and wind insti mueuts, and a large 
work for chorus and orchestra entitled Fol!{ Sang Symphony, Mr, Harris 
defines as a “prominent characteristic” of his music the ‘organic development 
of the melodic line in avoidance of symmetrical and particularly ol sequential 
pattern.” 

Wrote Mr. Thompson: 

Harris is in intention a melodist. Harmonically he is not, tor his times, an 
extremist. The problems that seem most to have occupied him ate those ot form, 
He has been a practical proponent of the twetttieth-ecniury view of content deter* 
mining form. Closely allied are the composer’s concepts of melodic form. Aiming 
at long-drawn or continuous melody, he may be said to have shaped the structure 
to fit the melody, rather than forcing the melodic substance into the regular seg¬ 
ments of a fixed form. . . . Harris’s music is always clear. 


Joseph Haydn 


BORN: KOHRAEJ, LOWER AUSTRIA, MAR. jl, MRIK VIENNA, MAY jl, iHot), 

I \now that God has bestowed a talent upon me. and / thanf( I Ism 
for it. I thin)\ / have done my duty and been of use in my generation 

by my worlds. Let others do the same. —11 ax tm. 


Symphony in D major (Breitkopf & Hiirtel No. 13) 

I. Allegro molto, If. Adagio eanlabilc, III. Menuetto, IV, Finale: Allegro 
molto. 

This symphony enjoys the dubious distinction of being variously numbered in 
different catalogues of Haydns works, Breitkopf and Hand's Complete Critieai 
Edition of Haydns Symphonies lists it as No. B; Haydn 1 # own record of Ins 
:ompo$itions designates it as No. 14; Zulehner's Venwkkniet tier Symphimien 
von Joseph Haydn adds to the confusion by numbering it (IK and PohtV 
Manuscript Catalogue does a like service by giving it No. BT 

The mukkimbiguity involved here is ton obvious fur comment, It would be 
following a safe course, however, to title the work as at the heat! of this note, 
seeping in mind, of course, the Breitkopf and 1 land Complete Cnfit\d lidttum 
if Haydn's Symphonies. 

At the age of thirty-two and with two years 1 experience in the employ of the 
Estcrhazy family already to boast about, Haydn wrote this symphony. It coin 
;ains a minuet, a musical form over which conductor of the pet tod were none 
:oo enthusiastic. In those days, the minuet could he played or not, depending 
>n some conductors! caprice, and if it was nor played there were no upheavals 
n the musical cosmos. 

The symphony open# with an Allegro molto, I) major, 4 4. the tmbofi violins 
umouncing at once an animated theme forte. As was his «mtont at dm stage 
)£ his career, Haydn employs a single theme* set in an atmosphere of what 
night be termed subsidiary material Little of the nature of development, as it 
iccame later understood, is discernible here. The whole movement flows 
pontaneously and with a youthful cheerfulness. 

The following Adagio eantahile, (* major, 2/2, is a melodious solo for the 
:ello, the other strings supplying the accompaniment, 

Ihe Menuetto, 1) major, 3/4, lias an engaging trio in ( t major for solo flute 
md strings. 

The theme of the Finale (Allegro molto, I) major, % 4) bears a resmibkiinr 
o the principal subject of the Finale of Mozart*# Jupiter Symphony. It is given 
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first in the unison violins, and later it plies its way through both winds a 
strings, with contrasting material interrelated. 

The score calls for two flutes, two oboes, four horns, tympani, and the usi 

strings. R . c . b 


Symphony in F minor, No. 49 ( La Passione ) 

I. Adagio. II. Allegro di molto. III. Menuetto. IV. Finale: presto. 

On May 1, 1761, Haydn entered the service o£ the Esterhazy family in 
capacity of Vice-Kappellmeister, an agreement, formal, long, and strict and c 
which in our time, perhaps, might be viewed as barely skirting chattels 
having been duly signed by the interested parties. That Haydn was able 
some thirty years of association with the Esterhazys to compose a fanta 
number of works in almost all the branches of music may read like death 
libertarian theorizing. In relation to that period, however, the terms of 
contract must be recognized as being of the utmost advantage to Haydn. W 
opportunities for development he might have had in other circumstances < 
scarcely be determined now. Suffice it to say that his genius flourished un 
the conditions, and we are indebted to that segment of his career for ne c 
all his operas, most of his arias and songs, the music for the marionette the; 
—of which he was particularly fond—and the greater part of his orchestral; 
chamber works.” 

Except for the trio of the Minuet, which is in F major, this Symph< 
adheres to the tonality of F minor, and it bears a relationship to Symphoi 
Nos. 22, 23, and 24, in the order of the movements. The opening Adagio it 
sonata form, melancholy in character. The following Allegro is a section 
teeming excitement. One expects the entrance of a great chorus at any momi 
so powerful seem to be the music’s vocal characteristics. The Minuet is sta 
and dignified, and the closing movement is vigorous and, with reference to 
long interval leaps and the steadily increasing syncopation, extremely b 
The work, as a whole, is in the big manner, dramatic oratorical, even ; 
strongly emotional. The symphony is scored for strings, oboes, and horns. 

r. c.: 


Symphony in D major, No. 10 (B. & H. No. 86) 

I. Adagio; Allegro spiritoso. II. Capriccio: Largo. III. Minuetto. IV. Fir 

This symphony is one of six that were composed for Paris between 1784 
1789. It is believed that it was given its first performance at a Concert d 
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^ -*-^89. The score calls for flute, two oboes, two bassoons, 
Pets, tympani, and strings. 

center Paris first became aware of one Joseph Haydn 
a PP eare d in a program of the Concerts Spirituel, in 1781, 
_ lc had scarcely made the headway it was soon to make, 
P l ^ces then being the rage. 

XGs> however, found many ready takers at the Spirituel 
symphonic music was received quite enthusiastically. It is 
that the rival organization Concerts de la Loge Olym- 
3.ch. Haydn with the suggestion that he write a series of 


^pted the commission with alacrity, and the Symphony in 
lt kop£ and Hartel list as 86, was the fifth of the set. 

^ sponsored by the Concert de la Loge Olympique were 
-1 he organization had its associations with freemasonry. 
Allied admission to the concerts through the payment of a 
Gottis d'or a year, besides having to wear a special badge 
Ver lyre on a sky-blue background. 

-oge Olympique and its concerts ran from 1786 to 1789, 
cxxrL g of the Revolution. The attendance comprised a most 
Uee n Marie Antoinette and the lords and ladies of her 
■visitors. The extreme flourish and fashion were carried to 
icians, who were constrained to wear brocaded coats, lace 
plumed hats (which, gratifyingly, they could remove while 


n E) major begins with an introduction which courses 
measures in a rising crescendo to a fortissimo. A bright 
ward by the violins against sonorous chords in the rest of 
>md theme, which is in effect a melodic foil of the first, is 
though it is not developed. 

nt, -which Haydn called a Capriccio, boasts a theme which 
; o£ the section in that there is a constant return to it, but 
new impressions, such was the composer’s fertility of 
however, instances of the freedom implied in the word 
unexpected modulations and unusual turns of the music, 
srs an interesting contrast of mood between its two parts, 
and a fluidly moving trio. 

TLting a staccato main theme, adheres more or less to the 
ta form. 


R. C. B. 
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Symphony in G major (B. & H. No. 88) 

I. Adagio; Allegro. II. Largo. III. Menuetto; Trio. IV. Finale: Allegro a 
spirito. 

The present symphony was performed in Paris in 1787. 7 he score calls f< 
one flute, two oboes, two bassoons, two horns, two trumpets, tympani, ar 
strings. 

After a slow introduction (Adagio, G major, 3 4) the main part of the fir 
movement begins with an opening theme which is first announced softly { 
all the strings, save the basses, and later repeated by the full orchestra, fort 
with the addition of a new figure in the bass. Two more themes appear, eac 
a variant of the first. A contrapuntally ornate free fantasia comes next Tl 
movement closes with a coda based on the original theme. 

The second movement (Largo, D major, 374) introduces a melody of 
grave character by means of the oboe and cellos, while violas, basses, hassooi 
and horn supply an accompaniment. The melody is repeated, hut this tim 
not only is the accompaniment more sumptuous, hut file violins converge o 
a counter figure. A transitional passage follows. It is played by a larger orchestra 
the subject appearing first in the leading violins and flute and subsequently j 
the oboe and cello. There are a development ami an ensuing coda which ] 
rather brief. 

The third movement (Menuetto, Allegretto, O major, 4 4) is a simpl 

minuet. 

The last movement (Allegro con spirito, G major, 3 4) amounts to a full 
developed rondo based on a peasant-dance theme. In las later symphonic* 
Haydn was partial to the rondo form for his final movements. Michel Brent 
wrote: 

In some finales of his last symphonies, he gave freer rein to his fancy and modifie* 
with greater independence the form of his first allegros; Inti Ins fancy, alway 
prudent and moderate, is more like the clear, precise arguments of a great orate 
than the headlong inspiration of a poet. Moderation is one of the characteristics o 
Haydn's genius; moderation in the dimensions, in the vnimritv, in the melodic 
shape; the liveliness of his melodic thought never seems extravagant, its metanchol) 
never induces sadness. 


It. C* B* 
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Symphony in G major, No. 92 ("Oxford”) 

I. Adagio; Allegro spiritnso. 11. Adagio. III. Menuetto. IV. Presto. 


Traditionally tuk Oxford Symphony commemorates the fact that the 
University of Oxford made Joseph Haydn a IX-ctot of Music in July, 17‘>1. 
The decision to router the doctorate was prompted bv the recommendation of 
Dr. Chailes bumey, the great musical historian, during the Austrian composer’s 
first visit to l.ondon. ^ et, though the symphony tormed part of the three day 
festivities held in Haydn’s honor in the academic haunts and though the words, 
“expressly intended for this concert" appeared in the announcement, the work 
was actually written in Paris three years earlier. The story goes that Haydn did 
have a brand-new symphony in his portfolio when he journey up to the uni¬ 
versity town early in July. But there was little time for proper rehearsal, so the 
G major was substituted. At any rate, the records show no previous performance 
of the conveniently styled Oxford Symphony. 

Haydn accepted the honorary degree with alacrity, quite unlike Handel 
before him. His outspoken predecessor had declined the exalted offer with a 
contemptuous reference to the costs involved, a reference couched, incidentally 
in his choicest Hanoverian English: “What the devil I throw mv money away 
for that the blockhead wish?" History dors not reveal Haydn and Handel as 
wanton squanderers. But W. S, Roekstro, in mitigating Handel’s oafish rebuff, 
points out that the honorary doctorate would have entailed fees amounting to 
the equivalent of $500. Quite possibly Haydn gave some thrifty thought to the 
financial angle, too, since he records in his carefully kept notebook of exwndi- 
tures that the trip cos. him six guineas. “I had to pay one and a half guineas 

for the hell peals at (Worth |«V|, and half a guinea for the robe," he further 

notes. 

The “robe" in question was a dazzling ensemble of cherry and cream colored 

, I ;;' ter , wmr ,hi,t !lt * w,,ir tll *s gorgeous academic vestment for three 
days. I only wish my Vienna friends could have seen me," he remarks. After 
the solemnities making him doctor musicac he shouted in English: "I thank 
r -Ti, e j,, r sv,„ l ,i„„,v Sjjtwii „, r ,i; r „ , 

with Haydn himself directing. On July II, the Morning Chronicle reported 
that a more wonderful comjiositioii never was heard. The applause given to 
Haydn, who conducted this admirable effort of his genius, was enthusiastic; 

but the mem of the work, in the opinion of all the musicians present, exceeded 
all nrai** ” * 


Haydn had arrived m lamdon early in January, in the company of the 
ebullient Johann Peter Salomon. The English impresario and one/ime concert- 
master and ensemble player hat! pictured such an inviting prosper of British 
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acclaim and affluence that Haydn was lured away from his pensioned comfort 
in Vienna. Earlier attempts by Salomon and his agents had proved futile. What 
helped clinch the negotiations was the death in 17)0 of Prince Nicolaus 
Esterhazy, his patron employer, freeing Haydn from routine duties. Salomon 
promised productions of six Haydn symphonies in London, to be conducted 
by the composer. The terms were quite fabulous. The impresario, for his part, 
was in desperate need of a celebrity of Haydn’s standing, having organized a 
series of subscription concerts at the Hanover Square Rooms. Haydn was his 
trump card in London’s growing managerial rivalry. ... 

Surely enough, wherever the illustrious visitor went, he was lionized. People 
of high rank paid him flattering attention. Ihe best houses oflered their hos- 
pitality. Ambassadors called on him, and the delegates ol music societies outdid 
one another in bestowing honors upon him. Haydn, who ncvei o\etlooked the 
dividends of fame, proudly wrote home to Austria: “I could dine out every 
night.” It was a day of poetic tributes. Dr. Burney, at whose suggestion the 
Oxford authorities had conferred the degree on Ilaydn, gave further vent to his 
feelings in verse which need not detract from his standing as a musical scholar: 

Welcome, great master, to our favored isle, 

Already partial to thy name ami style; 

Long may thy fountain of invention run 
In streams as rapid as it first begun; 

While skill for each fantastic whim provides, 

And certain science ev'ry current guides. 

There is strong evidence, too, of Haydn’s having formed at least one romantic 
attachment in London. The lady was the widow Schrurtcr. i iuydu told his 
biographer Dies that she was sixty years old, though many are inclined to doubt 
Haydn’s word. Anyway, “she was still lovely and amiable, the widely feted 
composer confessed, “and I should in all likelihood have manied hei ii I had 
been single.” In Vienna Frau Haydn patiently awaited Joseph's return. The 
widow’s address is faithfully recorded in Haydn's notebook: "Mistress Schroeter, 
No. 6 James Street, Buckingham Gate.” All in all, 1 taydn hail every reason to 
repeat the visit in 1794. England had been good to him. 

Typical of London’s response to Haydn’s two visits is the following excerpt 
from a newspaper account: 

It is truly wonderful what sublime and august thoughts this master weaves into 
his works. Passages often occur which it is impossible to listen to without becoming 
excited—we are carried away by admiration and air Ion rd to applaud with hand 
and’mouth. The Frenchmen here cannot restrain their transports in suit adagios* 

[ski] 
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It is not unlikely that thevse Gallic seizures were witnessed by the observant 
London critic during the Adagio of the G major Symphony. 

A slow introduction (Adagio, G major, 4/4), twenty measures in length, 
leads to the main section of the opening movement (Allegro spiritoso, G major, 
3/4), with the strings announcing the first subject. The strings also usher in 
the second theme piano, this time in l) major. The development leads to a long 
coda. The three-part, slow movement (Adagio, 1) major, 2 4) is mostly in 
Haydn’s gracefully lyric vein, with a sharply contrasting middle episode in 
D minor. The freely rhythmic Menuetto (Allegretto, G major, 4 4) enshrines 
an ingenious trio (also G major, 4 4), bn night in by bassoons and horns 
against pizzicato strings. The chief theme of the finale (in sonata form. Presto, 
G major, 2/4), again given out by the strings, belongs with Haydns best 
melodic flights. The scoring is for flute, two oboes, two bassoons, two horns, 
two trumpets, kettledrums, ami strings, 

Se** H* 

Symphony in I) major. No. 93 (Salomon No. 2) 

L Adagio; Allegro, II, Andante, III, Mrmteuo; Allegro, IV, Finale: Allegro 
spiritoso, 

Haydn wrote twelve symphonies for Salomon, six for each visit. The 
impresario musician himself played first violin in the forty piece orchestra at 
Haydn’s disposal, hollowing the practice of the time, the composer sat at a 
harpsichord, from time to time playing dumb to keep the rnwmble together. 
J, Cuthbert Hadden, writing in the Master Musicians Series, relays an anecdote 
first told by Haydn’s friend Albert Dies, The episode occurred during the 
rehearsal of the D major Symphony ' Haydns first encounter with the Salomon 
orchestra. ’The symphony began with three single mites, which the orchestra 
played much too loudly. Haydn cal let 1 for less tone a second and a third time, 
and still was dissatisfied. He was growing impatient. At this point hr overheard 
a German player whisper to a neighbor in his own language; if the first three 
notes don’t please him, how shall we get through all the rest?* Thereupon, 
calling for the loan of a violin, he illustrated his meaning to such purpose that 
the baud answered to his mpmemenrs in the first attempt A 

W. H. Hat low, in The Oxford History of Musk, wrote; 

The twelve symphonies width he wmte for Salomon are not only the greatest of 
his orchestral works, but those also in which we can most clcady irate the rfirtf of 
his intercourse with Mozart, Dr. Fold especially mites the influence of the fupstrr 
Symphony both in the richer orchestration and in the freer use of episode and 

incident. 
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The minuets, far different from Mozart’s courtly dance measures, have all his old 
rustic drollery and humor, the rhythms have all his old incisiveness of touch, the 
folk tunes that he loved grow thick along the wayside. The melodies of his own sow¬ 
ing are unmistakable in hue and shapeliness. And the music is all suffused with die 
sense of mellowness and maturity, of long experience and an old age honorably 
won; it is too serene for passion, too wise for sadness, too single-hearted for regret, 
it has learned the lesson of life and will question its fate no further. 

Sir Donald Tovey combines this symphony, the D major, No. 102, and the 
String Quartet in F major, Op. 77, No. 2, into what he considers Haydn’s 
“greatest instrumental works.” He adds, “Nothing in Haydn is difficult to 
follow, but almost everything is unexpected if you listen closely, and without 

preconceptions.” , 

The D major Symphony is typical of Haydn’s scrupulously lucid form and 

orchestration, beside boasting unusual subtlety and expressive power. To 
Tovey it was “arguably the greatest o£ Haydn s instrumental works. While 
there are moments in the Symphony of soft tenderness where the mood borders 
on the wistful, its predominant note is gay and spirited. 

In the first movement a nobly spun Adagio (D minor, 4/4) prefaces the 
main Allegro section (D major, 2/2). Haydn shows his mastery of economic 
and compact form in constructing the movement almost entirely from one 
theme, a cheerful melody announced by the violins. This same melody appears 
in slighdy altered guise when it modulates to A major. But the movement is 
actually monothematic, like so many others in Haydn’s symphonies. 

The second movement (Andante) is in three parts, the third a return and 
expansion of the first. A fetching melody is given out in G major, at first 
simply, then with increasing subdety. This section is followed by a contrast¬ 
ingly vigorous interlude in G minor. Then the first part is repeated in the 
major, enriched and varied, among the novel features being a long cadenzalike 
passage for wood winds. 

The third movement Menuetto (Allegro, D major, 3/4) opens boldly, with 
a robust and sharply accented theme “more suggestive of wooden shoes in the 
kitchen than of powdered wigs in the ballroom.” The dainty trio returns us 
to courtlier surroundings. Violins and oboe take up the melody with the grace 
and punctilio of the salon. 

The Finale (Allegro spiritoso, D major, 2/2) is perhaps the finest of the four 
movements in its harmonic and contrapuntal richness. The folklike first theme 
is announced by the first violins over a pedal D in the cellos and horns. Toward 
the end there is again some charming writing for wood winds. 


L.B. 
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Symphony in C major (B. & H. No. 97 ) (Salomon No. 1) 

I. Adagio; Vivace. II. Adagio ma non troppo. III. Mcnuetto: Allegretto; 

Trio Finale. IV. Presto assai. 

The above numbering of Haydn’s major .Symphony represents a compro¬ 
mise and a simplification. Few composers have had as little lock with the actual 
arithmetic of their output as Haydn. In the new Breitknpf and I hit tel edition 
the Symphony is No. ‘17. In the old it was No. 7. Peters Edition carries it as 
No. 5. In the respective reckonings of Messrs. Pohl, Wotquennc, ami Zulelmer 
it is No. 15, No. 138, and No. 20. Haydn listed it as No. 108 in his own 
catalogue. 

Even the Salomon listing is misleading. Actually, it was the D major 
Symphony--now listed as No. 2 of the twelve Haydn wrote for London that 
was played first at the Salomon concerts in Hindoo. But the London Phil 
harmonic catalogue lists the Symphony as No. 1. To arid to the confusion, there 
is even divided opinion about its date of composition and performance. The 
years 1791 and 1792 are equally possible. In any case, the first Salomon concert 
occurred in the Hanover Square Rooms on Mar. II, 1791, and Haydn did not 
leave Loudon till the end of June, 17TI 

The symphony is scored for limes, ob.es, bassoons, horns ami trumpets in 
pairs, tympani, and strings. An introductory Adagio (C major, 3/4) is given to 
wood winds and strings, followed by a fortissimo statement by the full orchestra 
of the main theme of the movement proper (Vivace, major, 3/4). Strings 
and wood winds then play with the theme. There is a b.td flourish by the 
strings, and the second theme, gentle ami lilting, is brought in by the first 
violins in G major, with strings and bassoons supjKirting, Both themes are 
reviewed and develojtcd, leading to a coda, at the end of which the first theme 
is vigorously recalled. 

The second movement (Adagio ma mm tropjio, K major, 4/4) is built on a 
serene and soothing melody announced by the strings. This theme is put 
through two variations. A section in F minor, introduced by a crisp triplet 
figure in the. strings, comes midway in the movement. 

The third movement, (Mcuuetto: Allegretto, 3/4), returning to ( utajoi, 
opens with a forte announcement, Ity the full orchestra of a theme typical <4 
Haydn at his courtliest. A delicately spun trio, entrusted to lust violins, olme, 
and bassoon, intervenes before the teturu of the main minuet subject. 

The finale (Presto assai, G major, 2/4) is a brisk and chatteiy rondo, with 
principal theme anti two subsidiaries. In the course of it strings and wood 
winds set tip a lively exchange of phrase and rhythm. The movement has its 
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daring little touches and makes one of Haydn’s brightest and most animated 
colloquies in symphonic speech* L B 


"Toy 55 Symphony 

I. Allegro. II. Minuet. III. Finale. 

It is hardly likely that the Bavarian town of Berchtesgadcn will go down in 
history as the place where Joseph Haydn purchased some toy instiunients in 
1788. Of course, the accounts of Haydn’s purchase are somewhat conflicting. 
According to one version, the instruments were bought in a well-known toy¬ 
shop in Berchtesgadcn. According to another, Haydn purchased them at a toy 
fair in Vienna. In any case, when he returned to the hsteihazy estate, Haydn 
had with him a new Kindersinfonie—toys and ail. I lie story goes that the 
Esterhazy musicians chuckled so much over the music that, in spite of its 
simplicity, they failed to keep time. 

In early editions this Toy Symphony is entitled either Kindersinfonie or 
Symphonie Burlesque. The toys used have varied somewhat, depending on 
caprice and ingenuity. Besides first and second violins and basses, the instru¬ 
ments used are a tambourine, a triangle, a bass-drum, cymbals, a ratchet, a toy 
drum, a toy trumpet, a “cuckoo,” a “quail,” and a “bobwhited l he three 
miniature movements are Allegro, Minuet, and b inale, the last given at a 
faster tempo with each repetition. 

Naturally, the Toy Symphony is little more than a jeu d’esprit, as J, Cuthbert 
Hadden states in his biography—a bagatelle “not requiring serious notice, 
especially in the case of Haydn, to whom humor in music was a very different 
matter from the handling of rattles and penny trumpets and toy drums.” 

Haydn probably dashed off the symphonic trifle in mu* ol his impish 
moments of practical joking. Of these periodic seizures Hadden writes sym¬ 
pathetically : 

A leading trait in his character was his humor and love of fun. As he remarked 
to Albert Dies, “A mischievous fit comes over me sometimes that is perfectly beyond 
control.” The incident of the removal of the fellow chorister's pigtail will at once 
recur to the memory. The Surprise Symphony is another illustration, to say nothing 
of the Toy Symphony and Jacob's Dream • 

Mozart .often experienced spells of a similar kind. One such impulse m* 
terialized as a Musical Jo\e, in which the instruments not only remain blithely 
out of tune, but begin and stop playing when least expected. 
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Concerto for Harpsichord and Orchestra in D major 

I. Vivace. IL Larghetto. HI. Rondo, aH’Ongherese. 

! When Mmf, Landowska first played this Concerto with the Philharmonic- 
Symphony (Feb. 22, IW) she supplied the authors of this book with the 
following explanation (from her essay Muxhfue Galantt) of die work: 

Whereas Haydns cello concerto became an integral part of every cellist's reper¬ 
toire, the ones composed lor keyboard all hut disappeared into oblivion, { knew* 
however, that Haydn had written at least twenty concertos for the keyboard. So t 
started forthwith on the quest for the material. It was impossible to discover the 
autograph of the score or any part of the Haydn Concerto. The keyboard sonatas 
by Haydn possessed such an unbelievable wealth of invention that 1 could hardly 
wait to find what Haydn had done in the field of the concerto, I finally came U|hui 
the separate parts of the D major Concerto in an eighteenth century manuscript 
copy and in a contemporary edition of I laydm 
It was thus in Parts that I gave the first performance of the I) major Concerto* 

I played it all over luirope and, as the work met in every instance with stub a 
spontaneous response, it was not surprising that many publishers were eager to 
publish such a sure-fire work. 

This Concerto, concise and coruscating, contains within itself all the elements of' 
Haydns genius* I he larghetto is a marvel of suavity anti gentleness, anti at certain 

moments m its development it reminds us strangely of Beethoven, 

The old edition of l laydifis time by Anuria Iran the following title: *Yionerr/o 
par tl tlavurmhalo o lumc IHuno etm l\urumpagnamentu !H Due Vmlinh Vmk t 
Due Oboe t Due Corn/ h iC/vco tv m pot to dtd Stg« Giuseppe Huydn Mue<th* dt 

Capdla dt S. /C d Prmdpe d hsterhuzyd Let us not be surprised by the mention ot 
cembalo or forte piano* During die time of I laydn, Mo/,ait, and Philippe Kminamirt 
Bach, the harpsichord was still in wide use, while the forte piano was fust beginning 
m come into popularity and all the works of this period, whether in mammupts or 
print, bear the inscription For harpsichord or forte piano, 1 * 

Concerto for Cello and Orchestra in 1) major 

L Allegro moderato, IL Adagio, III* Allegro* 

In all, Haydn wrote six complete concertos for the cello, and there is some 
proof that the solo pan of a seventh also rusts* Hr was as ptohfn of concetto** 

as he was of symphonies, having written some half hundred or so for various 
instruments. 

Iks work was finished in 1784 and first performed By Anton Kraft, a gifted 
cellist who was a member of Haydn’s R\terha/y orchestra* Kraft was a native 
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of Bohemia. He joined the orchestra in 1778 remaining with it until Haydn’s 
retirement in 1790. He later played in the orchestras ot Prince Gra ffalkowitsch 
and Prince Lobkowitz, and he was still a member ot the latter when he died 
in 1820. Incidentally, the cello part in Beethoven’s triple concerto was written 

f °The ra ceilist was also a sort of composer. He took lessons from Haydn for a 
time, but the latter, noting that his pupil was giving more and more time to 
composition-while his cello playing suffered tor u-stopped the lessons 
abruptly. He notified Kraft that he had learned “all that he needed for his 
purposes.” There is no way of telling, of course, whether or not Haydn stifled 

a great creative talent. ^ 

The D major Concerto has been described as 4 a smalkscale work, like 
Haydn’s other concertos of the period, resembling a vocal seena with the cello 
as a prima donna of the virtuoso type.” It was originally scored for two oboes, 
two horns, and strings. Francois Auguste Gevaert, the noted Belgian musician, 
subsequendy revised the piece, augmenting the orchestration with parts for 
two flutes, two clarinets, and two bassoons, in addition to touching up the 
solo line and writing his own cadenzas for it. 

The first movement has an initial theme that is unusually Mozartean. It has 
been pointed out that its tune is strongly reminiscent of Lcporcllo’s “Catalogue 
Song” in Don Giovanni. The fly in the ointment, however, is the fact that 
Mozart wrote Don Giovanni three years later. 

The slow movement is pure Haydn, it has been fervently declared, and here 
the solo cello soars out on sequences of “pure song.” 

The finale is unaffected, a light rondo typical of Haydn’s end movements. 
Some tune sleuths have noticed a similarity between its chief melody anti the 
song “Here We Go Gathering Nuts in May.” R 




Bernard Herrmann 

BORN: NEW YORK CITY, JUNE 2i) f U)tl. 

As a composer I might class myself as a Neo-Ro man tic, inasmuch as 

I have always regarded musk as a highly personal and emotional form 
of expression . 1 like to write music which takes its inspiration from 
poetry, art, and Nature. 1 do not care for purely decorative music * 
Although I am in sympathy with modem idioms, / ahhor musk 
which attempts nothing more than the illustration of a stylistic fad; 
and in using modern techniques, I have tried at all times to suhju* 
gate them to a larger idea or grander human feeling^BmuAm 
Herrmann* 


Symphony No. 1 

I. Maestoso: Allegro pesante. II. .Scherzo, III. Andante sostemtto. 

IV. Rondo: Kjnlogue, ‘ik la processional.' 

r 

While still a high school student, Bernard Herrmann won a one hundred 
dollar prize for a symphonic compsidon. It was not the money hut the gaining 
of top honors in the competition that decided him on a composer’s career. He 
studied with Bernard Wagcnaar, Albert Stocssel, and Philip fames at the 
Juilliard Graduate School. At the age of twenty he made his professional dehut 
as a conductor when he led a pit orchestra through a ballot score of his own 
contriving in the Shuherts* Americana Krrttr. 

Later he was cofounder of the New ('.hamhrr Orchestra, which gave several 
concerts in New York City and at the Library of Congress in Washington, 
D. C. In 1944, he joined the Columbia Broadcasting System, as compset and 
conductor. There he provided scores for the productions of the Columbia 
Workshop. In due time he became adviser to the CBS American School of the 
Air and, to cap the climax, was appimed a staff conductor. In this last capacity 
he has presented over the radio many programs of music by unfamiliar com¬ 
posers, as well as the little known works of the familiars. 

Mr. Herrmann’s comjxwitions include, besides the Symphony ami the afore¬ 
said radio pieces, much music lor motion pictures, a Violin Concerto, a Suing 
Quartet, various orchestral suites, a ballet, and other music, not to omtf his 
cantata, Moby Did{, which was given its premiere by ihe Phillwtmomc* 
Symphony Society under the direction of John Barbirolli at i iarnegie Hall on 
Thursday, Apr, 11, 1940. 
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The present work is dedicated to the composer’s wife, the former Lucille 
Fletcher. Mr. Herrmann’s analysis of the composition follows: 

The Symphony is in four movements, each in one of the traditional forms: Its 
orchestration closely adheres to that of the standard nineteenth-century symphonic 
orchestra with percussion instruments introduced only in the last movement, and 
then very sparingly. 

The first movement of the Symphony is in sonata foim, although not rigidly so. 
It opens Maestoso, with the main theme given out boldly in unison by the French 
horns. The tempo then abruptly changes to Allegro pesantc, \\ he n the strings and 
wood winds introduce a fast-moving figure which is used eontrapuntaliy against the 
development of the main theme. A marked contrast is afforded by Hu* second theme, 
which is introduced in the wood winds, and is pastoial in equality. I his theme is 
then combined with the main theme, and the two are developed at some length and 
brought to a climax which subsides, until once again we hear in the horns the main 
theme given out as in the beginning, except in a far-away manner. After this, the 
development section begins. It may be interesting to note that this development 
section also includes a kind of “false recapitulation' in which the secondary themes 
of the first part are heard. This subsides and tlie true recapitulation is soon heard, 
with the main themes rising to an impassioned climax. I he movement concludes 
with a short coda, during which the principal theme of the movement is given out 
once more, emphatically, by the brass. 

The second movement is a Scherzo. It might he called a hunt scherzo. After a 
five-bar introduction, the horns give out a sort of fast humitig call. This theme is 
of paramount importance, as it keeps recurring throughout the movement as a kind 
of background to the main theme of the Scherzo proper. At no time does this hunt 
figure ever really cease. Sometimes we hear it in the woodwinds, as though coming 
from a great distance. At other times it rises and overpowers the real themes. And 
again it is presented gloomily in the basses. The trio of the Scherzo is in the nature 
of a melancholy allegretto, performed mainly by the woodwinds. Its character was 
inspired to some extent by Milton’s line from “Arcades” “Nymphs and shepherds, 
dance no more.” There is then a return to the Scherzo proper, which is repeated in 
different instrumentation and with many of the themes inverted. But once again, 
throughout, the hunt calls are always present. A five-bar coda featuring the tympani 
brings the movement to a close. 

The third movement is marked Andante sustenutu, ami is in the nature of an 
elegy. The clarinet gives out the main theme, a quirt, brooding melody. It is 
immediately followed by the secondary theme in the flutes* After a due course of 
development the tempo becomes slower, as the solo trombone proclaims a new 
theme. This new theme and all the other themes of the movement are then 
developed to a climax. Finally the clarinet concludes the movement by stating the 
main theme once more. 

The last movement is in rondo form with an epilogue. The trumpet announces 
the main theme, and with an abrupt change of tempo the entire orchestra gaily 
picks it up. The contrasting material used includes not only new themes, but one 
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hears again the main theme of the trio of the Scherzo, this time transformed from 
a melancholy piping to a gay and exuberant tune. Also the hunt call, which figured 
so prominently in the Scherzo proper reappears, hut it is now more of a triumphant 
fanfare. The vigorous tempo of the Rondo is broken only once, when a new motive 
is introduced. This theme, a tranquil allegretto, is introduced on the solo ilure, 
accompanied by ancient cymbals in K. The main theme soon returns, and the Rondo 
continues on its way, leading to a climax in which all the themes of the movement 
are combined. Then, suddenly, with an abrupt change of tempo, the epilogue begins. 
This is marked a la processional. The clarinets give out still another version of the 
main rondo theme, now transformed into a slow march, accompanied by a ihvth 
mical pattern on the kettledrums. This seems to draw nearer and nearer anti finally 
rises to a triumphal climax, which brings the Symphony to a c1om% 
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Paul Hindemith 

born: hanau, Germany, nov. i6, 1895* 

He is unwilling to exploit his feelings publicly, ami he ^ecps Ms two 
feet squarely on the ground . He merely writes music, the best that he 
can produce .— Alfred Einstein. 

Symphony in E flat 

I. Sehr lebhaft. II. Sehr langsam. III. Lcbhaft. IV. Massig sehnell halbe. 

The premiere of this work was given by the Minneapolis Symphony Orchestra, 
Dimitri Mitropoulos conducting, Nov. 21, 1941. Mr. Mltropoulos again con¬ 
ducted when the Philharmonic-Symphony Society first presented the Symphony 
at Carnegie Hall, Dec. 25, 1941. 

There are no key signatures in the score, despite the fact that the composer 
has entitled his work Symphony in E flat* The music is tonal, although the 
play of voices is free. 

Hindemith has scarcely been a fervent disciple of atonality. In this composi¬ 
tion, as often before, he has not veered sharply away from classical form; the 
themes are meant to be themes, they are developed, the construction, in respect 
of movements, takes matters of proper contrast fully inn* consideration. Con¬ 
centration is the real keynote. There is no wasting time with immaterial details, 
There is a beginning and there is also an objective, the shortest line between 
those two points being the Symphony. 

The horns announce the principal theme of the first movement. It is a 
rhythmic theme, which soon undergoes expansion. Further on, other rhythmic 
figures derive from the earlier one and together with additional figures they 
provide a foil for the principal theme, again played hv the horns. The music is 
forceful and resounding. An inversion of the first theme introduces a second 
of a more lyrical nature. This, after some manipulation, leads to a development, 
ending in a climactic announcement of the main theme. The second subject 
reappears against a pizzicato in the strings. In the next sequence, probably best 
called a coda, the second theme is prominent, for it is presented boldly in the 
English horn, bassoons, contra-bassoon, tuba, and basses against a solid string 
counterpoint. 

The English horn, clarinet, and trumpet give out the theme of the second 
movement. As it is continued, the tympani beat out a scries of quarter notes, 
creating an insistent pattern of rhythm against it. This pattern, with shorter 
notes, is heard often in the movement. There is a brief conversation between 
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strings and flute, whereupon the main theme returns in the violins, the bass 
supplying a surging counterpoint. The oboe introduces the second subject to 
an accompaniment of violin chords. The whole orchestra takes up the idea, 
while the rhythmic pattern becomes much more emphatic. The movement goes 
on with a reappearance of the main theme in canon (first violins and vioias), 
while the cellos accompany, also in canon. The coda of this section gives the 
rhythmic pattern an important play. 

The third movement has characteristics of a scherzo. The violins offer a 
tremulous phrase, which is juxtaposed to a hearty theme by English horn, 
clarinet, and bassoon. There is development of all this material. A trio presents 
two themes, one by the oboe and the other which soon replaces it by English 
horn and oboe. After a while, the scherzo reapjwars, this time with a different 
treatment of the original tremulous phrase. 

The Finale follows without pause 1 , and its main theme resembling its pro 
totype in the first movement is announced by violins to an accompaniment 
in the lower sttings. After some repetition of the theme, with a consequent 
development of it in the strings, a Jmxo episode comes through in the brass. 
Both themes appear, one after the other, now, and the music leads into an 
intermezzo, whose subject is stated by flute and piccolo, later by the oltoe. This 
subject ends on a descending triplet which itself obtains considerable develop 
ment. Hie music reverts to that of the first part of the movement. (fiadu.dly 
the sound intensifies, reaching climactic proportions, while all through it dait 
a great variety of rhythmic figures. With the slowing up of the tempo, the 
trombones play the principal theme of the movement in augmentation; the 

trumpets take it up. lhe Symphony etuis with a sonorous and intense tierora 
tion. 1 

The Symphony in K flat: is scored for three flutes, piccolo, two olioes, English 
horn, two clarinets, bass clarinet, two bassoons, contra bassoon, four horns, 
three trumpets, three tromlnines, tuba, snare drum, bass drum, cymbals, 

glockenspiel, triangle, tympaui, and strings* 

r* tu in 


Symphony, “Mathis dor Makr” (“Matthias the Painter”) 

I. Angelic Concert. If. Entombment. III. Temptation of Saint Anthony. 

Tnts SO.CMXKI) “symphony” is a synthesis of three stylistically related no rms 

™7 lls T r * Mathk ** A/Wer. As such it was first pet formed at 
rim 1 luUurmomc concert, Wilhelm Eumvanglcr conducting, on Mat. Id, 
D34 Its American premiere occurred on Oct. h, OH a New Yoik 
Philharmonic-Symphony concert led by Otto Klemperer. 
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The radical modernism of Hindemith so nettled German officialdom that 
his music was made a political issue and subsequently banned from the concert 
halls. The opera from which the “symphony” derives was finally performed 
at the Stadttheater in Zurich on May 28, 1938, and later, in concert form, by 
the BBC Orchestra in London. 

German officials could not have found Hindemith’s libretto to their taste, 
cither, since it is based on the life of the early sixteenth-century Matthias 
Griinewald. In the great peasant uprising against tyranny, Grunewald is 
reputed to have supported, or at least, sympathized with, the struggle to end 
serfdom. As a painter he ranks with the best in the Altdorfer-Diirer tradition, 
combining fierce Gothic imagination and masterly Renaissance technic. 
Embedded in his finest work is a blunt frankness foreshadowing modern 
realism. 

The three movements of Hindemith’s “symphony” were Inspired by three 
panels of Grunewald’s mastcrpiece-thc widely known polyptych painted for 
the Isenheim altar at Colmar, in Alsace. They comprise I. Angelic Concert; 
II. Entombment; III. Temptation of Saint Anthony. After the Berlin premiere 
Heinrich Strobel, a German critic and essayist, published an elaborate analysis 
of the “symphony,” from which the following is extracted: 

When Paul Hindemith combined three excerpts from his opera Mathis dcr Mdsr 
and called the result a “symphony,” the term did not imply a symphonic construc¬ 
tion as understood by the nineteenth century. These tone pieces do not embody a 
definite “symphonic idea.” They are not related in theme. Their spiritual relation¬ 
ship is derived from a plastic conception: the three movements arc based on themes” 
suggested by the Isenheim Altar of Grunewald. 

But, one may ask, has Hindemith become a composer of romantic program 
music? Let us dismiss entirely in this connection the word “romantic,” which is 
subject to misinterpretation, and let us simply state that this symphony has nothing 
whatever in common with program music of the customary descriptive sort. 
Hindemith has endeavored to approximate by musical means that emotional state 
ivhich is aroused in the onlooker by Griinewald’s famous work, 

Hindemith, that is to say, uses here methods which he had previously employed 
in his instrumental music. He excludes any pictorial intention; also, he abstains 
from the psychological interpretation and conversion of his themes, lie dispenses 
with dramatizing color effects, changing the sound material in accordance witn 
purely musical laws. The technique of the symphony is the technique of I lindemith’s 
instrumental concertos. The transformation of the emotional tension into purely 
musical effects is accomplished by the same logical processes that we find elsewhere 
in his work. 

Hindemith’s style has gained in tonal plasticity to the same degree that he has 
simplified his art technically. The few themes of the symphony are tonal symbols of 
extraordinary vitality and perceptibility, but at the same time they obey a logic that 
is subject to wholly personal laws. Hie effect is further Increased by the circumstance 
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that in the first part “Angelic Concert" (based on the picture of the Nativity painted 
by Griinewald for the Isenheim Altar), and in the third part, the “Vision of the 
Temptation of Saint Anthony,” old church melodies are used. These ancient 
melodies constitute the true germ cell of music; they determine its melodic and 
harmonic tissue. 

But this is nothing new in Hindemith’s ease. The liturgical modes have exercised 
a deep influence on his music. This influence is evident in his Marienleben and in 
Das UnaufhSrliche; it breaks through again with all its force in Mathis tier Metier. 
It seems as though Hindemith, after many digressions, were recurring to his works 
of a decade ago. The pathos, the subdued lyricism, the plasticity of the musical 
vision—all these appear to establish a connection between his most recent art anti 
its earlier expressions. . . . 

The simplicity of Mathis tier Maler does not mean, however, that I iimlcmith is 
renouncing his principle of polyphonic development. Polyphony, counterpoint in- 
spired by Bach, remains the basis of his musical thinking and feeling. In the course 
of the last few years, however, he has abandoned more and more all dispensable 
contrapuntal ballast and has lightened his linear style. . . . 

This polyphonic style gains, in the Mathis Symphony, a symbolic force which is 
something entirely new for Hindemith. Without, as we have said, employing 
descriptive music in the ordinary sense, effects are obtained heir which could not 
have been realized by means of dramatic expressiveness. In this connection, we must 
mention especially the last movement, the pictorial subject of which (the Saint 
tortured by fantastic beasts) stimulated the tonal imagination of the eomjwtsrr to 
an exceptional degree. 

The development of the three movements is singularly clear. 'Hie dynamic curve 
descends from the festive and happy Angelic Concert of the ftegintnug to the 
quiet elegy of the Entombment, and then proceeds, after the music of the .Saint*, 
ordeal, to the concluding Hallelujah Hymn of the final visionary exaltation. 


"Nobilissima Visione” (Suite from the Ballet, Abo Called 
"St. Francis”) 

Hindemiths Nobilissima Visione was contrived in collaboration with Leonide 
Massine of the Momc-Carlo Ballet Russo, the latter supplying the visual allegory 
and choreography. The ballet entered the t rotate \s repertory in lamdon in 
July, 1938, and the following Oct. 14, the company appeared in its Ammeaft 
premiere at the Metropolitan Opera House. Mr. Hindemith conducted Unit 
times. 

The ballet was variously received, some viewing it as a pnfcvr blend of’ 
austere medieval^ piety in musical and thorrographk imagery* *atim angling 
out the Hindemith musk for stile praise* The effort was a notable departing- 
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from the usual balletic subjects, and scholars compared notes on the allegorical 
meaning of Massine’s symbolism. The action hinges on St. rancis $ gradual 
conversion to the ideal of poverty, much of the inspiration coming from 
The Little Flowers of St. Francis . 

The music, typically spare in outline and color, evokes a kind of liturgical 
archaism through its austere unity of mood and idiom. Hindemith’s polyphonic 
skill is throughout manifest, and by cannily counterposing themes the rise and 
fall of dramatic intensity is steadily maintained. Reviewing the American 
premiere of the ballet, Oscar Thompson analyzed the music as follows: 

Taking as its thematic basis what is said to be a troubadour song (.e fut en Mai,” 
it builds upon a naive melody many variations, these being interwoven with other 
material of kindred feeling and suggestion. There is nothing ot the consciously 
archaic. But in spite of twentieth-century harmonization, the music has an aura of 
old times. For the most part it is . . . rather primitive in color, avoiding the lush 
and the sensuous in its sonorities. The wood winds have important roles to play in 
etching the lines of unadorned counterpoint. The music is not curt or satiric; to the 
contrary it has considerable exploitations and is always in earnest. Whether, in some 
condensed form, it has before it a separate existence in the concert halls is not an 
issue of the moment, but conceivably segments of it would have a measure of 
independent appeal. 


L. B. 






Gustav Holst 

BORN: CHELTENHAM, ENGLAND, SEPT. 21, 1874. I)IE3D ' : LONDONS MAT 25, It) $ 4 , 

He was a gifted artist, a gifted teacher; a man of flexible and capa¬ 
cious imagination, a wit, a poet, a mystic . He urn on familiar terms 
with the cosmos*— -Lawrence Gilman. 


"The Planets,” Op. 32 

A man of multiple interests anti fabulous learning, Gustav Holst fount! 
inspiration for his music in the vast realm of nature and history. He mastered 
the language and background of the great Sanskrit hymns, the Iwtter to set 
them to music. He found stimulus in the rich resources of folk poetry and 
music, and one day he looked into the skies and felt music surge in him as he 
sought the meaning of the stars. 

He gave the following explanation after the first la union performance of 
the Suite on Feb. 27, 1<)H: 

These pieces were suggested by the astrological significance of the planets. There 
is no program music in them, neither have they any connection with the deities of 
classical mythology hearing the same names, if any guide to the must, is required, 
the subtitle to each piece will he found sufficient, especially if it be used in a broad 
sense. For instance, Jupiter brings jollity in the ordinary sense, and also tire more 
ceremonial kind of rejoicing associated with religious or national festivities, Saturn 
brings not only physical decay, but also a vision of fulfilment. Mercury is the syrntwl 
of mind. 

Encouraged by the composer’s own remarks, Edward Evans delved further 
into the contents oi Mr. 11<list's cosmic .studies: 

One may be skeptical concerning horoscopes, but one will nevertheless lw carried 
away with the aggressive rhythm of “Mars, the tiringer of Wat"; and any schoolboy 
pictures Mercury as the "Winged Messenger,” The very word ”|t»c witty" connotr-, 
Jupiter, and tire sandglass and scythe connect Saturn with old age, ft may fir new to 
some of us to regard Venus as the "Btinger ol lVa,e‘* as sire is, asfrotogn ally 
speaking—for many have held her responsible for strife irr worldly affairs. Jr is also 
unfamiliar to hail Neptune, the sea god, as a mystic, and Uranus as a magi,ran; 
but once these rclatiotrs are established in tire titles, it is easy to fall into the mood 
of the respective movements. 

The seven movements follow in this order: I, "Mars, The Bringrr of War" 
(Allegro, C major, *>, •(); II. "Venus, 'lhe Bringer of Peace” (Adagio, K flat 
major, 4/4); HI. "Mercury, The Winged Messenger” (Vivace, 6/H); IV. "Juju 
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ter, The Bringer of Jollity” (Allegro giocoso, C major, 2/4); V. “Saturn, The 
Bringer of Old Age” (Adagio, C major, 4/4); VI. “Uranus, The Magician” 
(Vivace, C major, 6/4), and VII. “Neptune, The Mystic” (Andante, 5/4). 

L. B. 

"St. Paul’s Suite for Stringed Orchestra” 

Along with his loftier researches in matters mystical and cosmic, Oustav Holst 
cultivated a rewarding passion for folk music, particul.it ly that ot his native 
England. In 1905, Holst became head of the music department of St. Paul’s 
School for Girls in London. While there, he occupied a studio in the music 
wing of the school building. It was in that studio th.it Ik wiotc the Suite, 
appropriately entitled St. Paul’s, besides numerous other works, including the 
composition which made him famous —The Planets (1915). 

The Suite consists of four movements: Jig, Ostimtto, Intermezzo, Finale. 
Two English folk tunes are woven into the Finale: the “Dargason” and 
“Greensleeves.” Holst also employed “Dargason” in a suite for military band 
called On English Fol\ Tunes. Ralph Vaughan Williams, another keen stu¬ 
dent and exploiter of English folk music, once wrote as follows of Holst’s 
constant recourse to this native material; 

The subject of English folk song is a thorny one and has been much misunder¬ 
stood. It would be out of place to discuss it at length here; but this much may be 
said, that, to those who have understanding, the tolk song is a liberating and not a 
fettering influence. The contact with new types of melody bound by purely melodic 
considerations, with rhythms not tied by the convention of bars and time signatures, 
the expressiveness of short and simple tunes—all this cannot fail to suggest to 
anyone who is naturally sympathetic new vistas of musical thought which may, 
indeed, have nothing to do superficially with the curves and cadences of folk song, 
but are suggested by its spirit if not by its letter. Holsts first introduction to his 
traditional melodies was a collection of songs from Hampshire which he harmonized 
at the request of the late Dr. Gardiner. 


L. B, 








Arthur Honegger 

BORN: LB HAVRE, FRANCE, MAR* IO ? 189a. 

He has a large piston and goes his men teay teithout bothering about 
passing infatuations or the fashions of the day * i Iinky Put* nitres* 


Symphony No. 3 for Large Orchestra ("Liturgique”) 

I. Allegro mareatt>-- , ‘Dies I rue." It. Adagio "De profundi* elamavt." 

III. Andante con moto—“I Iona nobis pacem." 

Composed in the summer of with Charles Munch expressly designated 
to introduce it, the Third Symphony obtained its premiere at */mkh by the 
Tonhalle Orchestra. Under his direction it was also given its iu.st performances 
at Paris and London, in November and December, respectively. On Jan, 

1947, Mr. Mi'mch condueted the American premiere at a cuncrrt nt' the 
New York Philharmonic Symphony. 

The Symphony is scored for three flutes, piccolo, two oboes, Kuglish horn, 
two clarinets, bass clarinet, two bassoons, contra bassoon, four horns, titter 
trumpets, three trombones, tuba, bass drum, snare drum, cymbals, turn tam, 
triangle, piano, and strings. 

There is no program to this Symphony other than that indicated by its 
Liturgique characterization and the subtitles of the three movements 
I. Allegro marcato, “Dies irac": II. Adagio, “Dr profundi* elamavt"; and 
III. Andante con moto, “Dona nobis parent.” 

According to Mr, Munch who made it clear this was a personal viewpoint 
—“Ihe Liturgique Symphony of Iloneggcr poses the problem of humanity 
vis-a-vis God.” 

The work is classical in form- -exposition, development of the material, and 
all the other devices involved. There is no scherzo, although the opening 
movement has sequences of a quasi prankf ul son, tint unlike music suitable 
fora scherzo, yet Uturgique would seem to rule out the jocose from the work. 

The Symphony is dissonant, although nut excessively, and a good deal of 
its structure is polyphonic. It is quite rhythmical in the two end movements, 
impressively so in the first, with its vigorously syncopated phrases, the marked 
accents and the swift give and take, while in the third the ihyihm subsides after 
the excitement. Ihe second movement is songful, perhaps, prayrtful, This 
Symphony strikes Mr. Munch as being an expression of man's tcvoh agatu-.t 
the Higher Will, with a gradual sweetening of disposition ami a final, voluntat v 
submission to It. ' 


MS 
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Arthur Honegger, whose best known work, probably, is his impressionistic 
Pacific 231, is considered a composer of the modern French school, although he 
is of Swiss parentage. He began his musical studies when he was thirteen in his 
native city with the organist R. C. Martin. Later he became enrolled at the 
Zurich Conservatory, remaining there for two years, and subsequently he 
attended the Paris Conservatory, while still living in Le Havre. At the latter 
school he took counterpoint lessons from Andre Geldalge and violin from 
Lucien Capet. When he setded in Paris, in 1913, he continued his lessons with 
Geldalge, receiving instruction in composition from Widor and in orchestration 
from d’Indy. 

His compositions date from 1914, when he became interested in the writing 
of songs. In 1916 he composed his first instrumental work, a Toccata and 
Variations for Piano. For orchestra he first wrote a Prelude to Maeterlinck’s 
Aglavaine et Selysette, this in 1917. Chamber music works followed, a 
“Rhapsodie” for two flutes, clarinet, and piano reflecting, more or less, his 
admiration of the style of Debussy. 

Gilbert Chase remarks that Honegger, in his search for a style of his own, 
arrived at a 

repudiation o£ the methods, though not necessarily the materials, of impressionism. 
That is, he did not seek, like some anti-impressionistic composers, a return to har¬ 
monic simplicity, but instead endeavored to employ the complex harmonic vocabulary 
of the impressionists in a quite different way, as material tor essentially rhythmic 
and linear constructions. 

In 1916, with his fellow-pupil Milhaud and other young composers, he formed 
the group called “Les Nouveaux Jeunes ” under the leadership of Krik Satie, with 
Jean Cocteau as literary spokesman. The group gave its concerts in the 1 heatre 
du Vieux-Colombier, where on Dec. 2, 1918, Honegger s first large-scale work, the 
masque Le Bit des jeux du monde was performed. In 1920 this group, comprising 
Honegger, Milhaud, Poulenc, Auric, Durey and (Jermaine Tailleferre, became 
known as “Les Six,” or “The French Group of Six” and as such obtained world¬ 
wide notoriety. But Honegger’s powerful personality soon asset ted its independence 
of any group. 

Dedicated to chamber and symphonic music in “their most serious and 
austere aspects,” it was in this vein that he composed the oratorio or “dramatic 
psalm” Le Roi David, which made an instantaneous success. His classical 
leanings are mirrored in such compositions as the “mimed symphony” Horace 
Victorieux, Antigone, and Amphion, And his interest in the more “modern 
aspects of living,” as subject matter, is recognisable in txith Rugby and 
Pacific 231. 

Other works, besides three symphonies, include Mouvemcnt Symphontque, 
No. 3, incidental music for Paul Claudel’s mystery play Jeanne d'Arc au bftcher 
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(Joan of Arc at the Sta\e), the bailee Simiramis, the “dramatic legend" for 
mixed voices and orchestra Nicolas la Flue, numerous items of chamber music 
for varied combinations, pieces for organ and several songs. 

H#* C* B* 


"Pacific 231,” Orchestral Movement 

Though a prolific composer in many mediums, including opera, oratorio, and 
symphony, Arthur Honegger won world renown or notoriety through two 
compositions— Rugby, which was an attempt to glorify the excitement of spoil, 
and Pacific 231, a realistic expression of the composer’s passion for locomotives. 
When the latter piece was given its premiere in Paris on May H, l‘U-4, at one 
of Serge Kousscvitzky’s concerts, Honegger gave out the following statement: 

I have always had a passionate love for locomotives. To me they ami I love 
them passionately as others are passionate in their love for horses or women- are 
like living creatures. What I wanted to express in the Pacific is not the noise of an 
engine, but the visual impression anti the physical sensation of it. These I strove to 
express by means of a musical composition. Its point of departure is an objective 
contemplation: quiet respiration of an engine in a state of immobility; rtfoit lot 
moving; progressive increase of sped, in order to pass from the "lyii." to the 
pathetic state of an engine of 300 tons driven in the night at a speed of t.’O miles 
per hour. As a subject I have taken an engine of the "Pacific" type, known as ‘*,‘31," 
an engine for heavy trains of high speed. On a sort of rhythmic pedal sustained by 
the violins is built the impressive image oi an intelligent monster, a joyous giant. 

Despite Honegger’s own disclaimer of imitation, fault lus bent found with 
his descriptive realism. Henry Pruniercs confess*! being shushed by the 
“locomotive theme witli its whistlings and pullings,’’ and prefrtred the pututr 
of “men struggling, fighting, playing” in Rut>hy. He heard the abrupt, relent 
less throb of a machine in Pacific 231, and it depressed him by its inhumanity, 
Emile Vuillcrmoz, on the other hand, was entranced by this same ittaihitte 
tearing full steam ahead through the night.” *du him Honegger had ;uftieved 
a tour de force by “evoking in sound that, special drunkenness which is the 
lyric quality of speed." And this internal dynamism, he felt, Honegger had 
translated into purely musical terms. 

No other composer has attempted to present a locomotive in stub vivid 
symphonic guise. One senses the giant pulling into stride, working up sjieed, 
whistling through the dark night, panting along at full speed, and suddenly 
pulling up short in a hurst oi screeching brakes and whining wheels, ‘Hus 
involves a crescendo mounting to terrific pitch, and finally a majestic Mate 
Erom the brasses, sounding, as one critic phrased it, “a veritable hymn to 
the glory of speed!” 3 
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The scoring of Pacific 231 calls for two flutes, piccolo, two oboes, English 
horn two clarinets, bass clarinet, two bassoons, double bassoon, four ho™, 
three trumpets, three trombones, bass tuba, snare drum, bass drum, cymbals, 
tam-tam, and strings. l. b. 


Engelbert Humperdinck 

born: siecburg, Germany, sept, x, 1854. died: nkustrelitz, sept. 27, 1921. 

“Hansel und Gretel ’' too\ the German people bac% onee more into 
the beloved land of their national stories; and it was the wor\ of a 
composer with a wholly German idiom and a masterly German 
technique .— Ernest Newman. 

Prelude to "Hansel und Gretel” 

The ingratiating charm of Humperdinck's Hansel und Gretel has won it a 
faithful following the world over. The young of all ages have fallen under the 
spell of its sustained mood of childlike enchantment. There is a homespun 
simplicity about its melodies, and an aura of folk music lingers ala tut. But the 
“simplicity” should not he misleading. Humperdinck was a supreme craftsman 
and an orchestrator of great resource. He hail learned much from its creator 
about the brave new world of Wagncrism. And the master hail tnogmml the 
idolatrous disciple by engaging him as chief assistant in the giant task oi pre¬ 
paring Parsifal for its world premiere at Bayreuth. Mingled in the prelude to 
Hansel und Gretel are these two major traits of Humperdinck; the tender 
feeling for simple folklikc themes and the contrapuntal power coloted by the 
rich glow of Wagnerism. 

Destined first for home performance, Hansel und Gretel was contjtosed in 
1893 to a libretto by Humjterdinek’s sister Atlelheid Wettr, who of course 
found the woodbind fable in the famous collection of the Brothers (Itiwtti, 
The work was warmly acclaimed at its premiere in the Humt Theater of 
Weimar on Dec. 23, 1893. The opera reached America in an English version 
on Oct 8, 1895, when it was produced at Daly’s Theater in New Yotk. In its 
German original it entered the repertory of the Mettopohtan Opera House on 
Nov. 25, 1905. 

The familiar nursery talc centers in the forest adventures ol Hansel and 
Gretel, children of the broommakcr Peter. 'I‘he pair are lost one 4 lay while 
picking berries. Night finds them deep in the forest. The Sandman nmirs ami 
puts them to sleep. Awakened by the Fairy of the Dawn, they lontiuue thru 
wanderings. Hungry and frightened, they finally reach the gmgrthtead house 
occupied by a Witch who feeds on children lost in the woods. The ihikhen's 
joy at the sight of the toothsome dwelling promptly turns to terror a*, the Witch 
reveals the horrible secret of her dirt. They are to he made into gingn bread for 
her teeming cupboard! But the shrewd little captives outwit their jadoi by 
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thrusting her into the oven waiting tor them. As the Witch is properly^ 
the children free all the other little victims from thru ginger bread spell. Pet,' 
and his wife Gertrude arrive to join in the happy celebration. 

In its compact and colorful scheme the pt chide tmnois the course of 
fable. The shifting moods of infant frolicking and unlr ned terror arc readily 
sensed in the richly colored fabric. Most of the tn.itni.il is drawn from til 
opera and woven freely into a clearly integrated vlimir, The prclutlc opem 
tranquilly with a Prayer uttered by horns and Imsms.ik 'litis is then developed, 
and the pace sharpens. Soon a trumpet intones a imguni .all over a web 0 ( 
wood winds and pizzicato strings. A new theme nuns among the strings and 
wood winds, and we are admitted into a feat ini world vonny. 'Hie trumpet 
call sounds again, and a jubilant, daticehke m.«,d «»<mrs over the «rch«ta < 
The music sinks back to rest as the Pt avei mot is e >4 the beginning returns, i 






Jacques Ibert 

BORN: PARIS, APR. 15, 1890. 

There is always about his music, ^ about his person, an air of good 
fellowship and delicate amiability that shows the artist of breeding . 
He pleases without trifling .— Andre George. 


“Escales 55 ('Torts of Call 55 ) 

Wkitten in 1922, Escales was heard for the first time at a Lamoureux concert 
in Paris on Jan. 6, 1924. Allegedly, the work grew out of a Mediterranean 
cruise. In reviewing the premiere the critic of Courrier Musical even gave the 
three ports at which the composer’s vessel stopped. These Escales were Palermo, 
Tunis-Nefta, and Valencia. The three sections of Ibert’s composition are 
supposed to translate impressions of these ports: I. Palermo (Calme); II. Tunis- 
Nefta (Moderc, tres rythme); III. Valencia (Anime). Although the score does 
not offer this explanation of the title, Ibert has never disavowed it. Andre 
George, writing in The Chesterian in 1926, went even further in detailing the 
origin of Escales . Whether Ibert authorized it is not known. He writes: 

It was a tour in the Mediterranean that produced the Escales . The composer 
allows his musical sensibility to express itself around three popular themes heard in 
the course of the voyage. A calm Italian melody, sung very gently by the flute, from 
the second bar, throws various lights on the first piece, which bears the evocative 
names of “Rome-Palermo.” [Rome is not mentioned in the score. ] The second 
movement takes us to the opposite shore, “Tunis-Nefta”; over an oriental rhythm 
given to the divided strings, and supported by the kettledrum, a melancholy phrase 
unfolds its chromaticism slowly in the oboe. The third piece, “Valencia,” derives its 
inspiration from a Hispano-Moorish refrain and is very freely developed in the 
manner of a Spanish rhapsody. 

Escales is scored for piccolo, two flutes (the second interchangeable with 
piccolo), two oboes, English horn, two clarinets, three bassoons, four horns, 
three trumpets, three trombones, tuba, four kettledrums, side drum, tam¬ 
bourine, bass drum, cymbals, triangle, xylophone, castanets, gong, celesta, harp, 
and strings. 

Though known to American audiences mainly as the composer of Escales, 
Jacques Ibert has written copiously for stage and concert hall. In 1939, Sigurd 
Rascher appeared with John Barbirolli and the Philharmonic-Symphony in a 
Chamber Concertino for Saxophone and Orchestra, expressly composed by 
Ibert for the noted saxophonist. In 1935, Ibert collaborated with Arthur 
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Honegger in an operatic version of Rostand s famous dt ama I * Atglon m Brought 
out first at Monte Carlo this ambitious work opened the TB74 C B8 season of 
the Paris Opera. An earlier light opera Le Rot J'Ytvtot was produced in 1930 
at the Opera Comique. Angelique, Persic et AnJromhku Le Jardinier de 
Sames, and Les Petites Cardinals (also written with Honegger) are among 
Ibert’s other stage works. Included, too, arc several ballets, viz*, Lheentml de 
Jeanne, Diane de Poitiers, Gold Standard, and Les Rencontres* Other important 
scores include a symphonic poem inspired hv Oscar \\ ilde s Ballad of Reading 
Gaol,” Chant de folic (for chorus and orchestra), and a cello concerto. In 1919 
Ibert won the Prix de Rome, having studied with A mire Ciegaltle, Roger- 
Ducasse, and Gabriel Faur<£ at the Paris Conservatory. 

In appraising Ibert’s music, M. George contends that any composition 
bearing his name is certain to have two qualities—clarity and clean workman¬ 
ship. “Generously gifted as he is in many directions, his musical temperament 
expands with singular felicity in the orchestra, where hr revels in the subtlest 
management of exquisite sound values. . . . His music is always found to 
reflect his apt sense of color and his gifts of contriving those iridescent effects 
which are so striking a feature of his work.” 




Vincent d’Indy 

BORN: PARIS, MAR. 27, 1 85 1 . BXBD5 PARIS, BBC. 2 , 1 93 X. 

The creative flame finds its true nourishment only in love gnd in 
a fervent enthusiasm for beauty* truth , and the pure ideal D’Indy. 


Symphony for Orchestra and Piano on a French Mountain 
Song, Op, 2 5 

I. Assess lent, modercment anim£, im peu plus vite. II. Assez modkW, mats 
sans lcntcur. III. Anuta'. 

Like Azuokna’s, Vincent d’lndy’s heart was in the highlands. When he could, 
he spent his summers in a lovely mountain retreat. His letters teem with tributes 
to the mountains of the Cevcnncs. “Here is true repose, here one feels at the 
true source of all art,” he once wrote. In 1XS1 he composed a suite for piano 
Pocrnc des montagnes. love years later he gave further expression to his feelings 
in the Symphony on a French Mountain Song, and in l‘H)5 lie crowned the 
series with the symphonic triptych A Summer Day on the Mountain. One 
might compile similar nature studies about forests and seas from d'Indy’s 
voluminous writings. He loved the outdoors, anti one feels the clean air in his 
music. 

Intensely French, d’Indy was early drawn to his country’s folklore. The songs 
of peasants and mountaineers stirred him. Accordingly, as pivotal theme of a 
cyclic symphony with piano, he chose a folk song, and, quite naturally, one 
that was mountain bred. Julicn Tiersot, who later included the tune in his 
collection of popular French songs, sensed a special quality in mountain melo¬ 
dies. They bore “something of the purity of their atmosphere . . . something 
fluid, ethereal, a gentleness that is not found in folk songs of the plains.” 

Whatever it was that attracted d’lndy’s alert mind to this tunc of the 
Cftvenncs, he had found the key to an clalxirate structure built on a revolving 
plan and continually returning to the source of its strength. Scholars had long 
affixed the label of “cydism" to this form, and Cesar Franck was regarded as its 
foremost exponent. Cyclical form was nothing new, but in the hands of certain 
French composers of the time it became virtually a cult. Symphonies and 
symphonic poems by Lalo, Saint -Satins, Duparc, Chausxon, and Dukas show 
the cyclic pattern to greater or lesser degree. Franck’s D minor Symphony 
stands as archetype, though d’lndy’s own Second Symphony is a dose rival. 
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In his book on Wagner, d’Indy clarified matters by defining “cyclic form*’ 
as the use of a “well-chosen theme as nourishment for all the pieces forming 
the complete work.” He pointed out that Liszt and Schumann had worked in 
this form “with little success,” being outdistanced in 1841 by a nineteen-year- 
old youth named Cesar Franck. “Cyclism” even became a byword, and 
anticyclist identified it with “formalism.” At length Guy Ropartz, in an apo¬ 
logia, pointed out that “one had only to listen to this music for a moment to 
grasp all its trembling sensuousness under an apparent reserve.” Cyclism was 
nothing more than a form, he insisted, and, like all forms, was valid only in 
proportion to the good music poured into it. “If such a form suits such and such 
an artist, can you prevent his using it?” he asked. “It would be equally absurd 
to deny an artist the use of a particular tonality.” 

Briefly, all means are legitimate so long as they remain means and not ends 
in themselves. D’Indy recognized this strongly. In fact, die one logic he pro¬ 
fessed to obey was the logic of emotion and mood. The unity of the cyclic form 
was the unity of its emotional heartbeat. Out of the shifting nuances of feeling 
grew the changing shapes and branchings of the central idea. IVIndv steadily 
insisted on feeling as the motivating base. Saint %Saeus, mure wedded to pure 
form, could write: “M. d’Incly, like Tolstoy and Barres am! many other thinkers, 
seem to see nothing in art but expression and passion. I cannot share this 
opinion. To me art is form above all else.” 

To d’Indy all musical devices were mere aids to expression. Harmony, 
melody, rhythm, modulation were good only insofar as they mirrored the true 
flux of feeling. “Expression is the sole excuse for modulation,” lie affirms in his 
Cours de composition music ale. About the music of Ducasse he wrote: "I am 
sure that when M. Ducasse is more willing to trust the impulses of his heart 
than his researches in sonorities, he will he able to make very beautiful music.” 
As Daniel Gregory Mason remarked, d’Indy\s esthetic creed could be boiled 
down to two dicta: “Emotion is the queen and science the servant” and "In art 
only the heart can engender beauty,” 

D’Indy’s Symphony on a French Mountain Song inspired Rene Dumesnil to 
pen a glowing tribute in his Portraits de musiciens frar^ais, published in HJ8: 

Nothing gives us such direct and confidential evidence about the composer. Not 
that he pours out his heart in lyric and grandiloquent phrasrs. On the contrary, the 
qualities of spirit, the tastes and aspirations of Vincent d’ludy arc all revealed in 
the choice of themes—so simple, expressively, and dearly arranged * in the exquisite 
polyphonic treatment setting them off in the classic shape and harmony of the 
proportions. Everything is directly inspired by his native sink 
# P* ano P^ys an essential role, but by no means prejiamlrrant. Its use shows a 
similar care for balance and measure* And what freshness in tins mountain theme 
which engenders the three parts of the symphony! 
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Here we perceive one of Vincent d’Indy’s essential qualities: he seeks inspiration 
in folklore. It is at the refreshing sources of popular art that he draws his musical 
ideas. Of course, he is not content; to note down songs culled on mountaintop or 
plain. It is not the exterior aspect of the music the artist reproduces, but the 
substance itself that he assimilates. The material is preserved, marked by his 
personality, his free rhythms, his hardy melodic lines, and his supple inflections. 

To simple accompaniment the English horn announces the mountain air, 
followed by the flute. In ascending arpeggios the piano comes in as bassoon, 
double basses, and cello give out the second theme, capped by a fortissimo out¬ 
burst, after which the piano discourses it. The original tune returns in bassoon, 
clarinet, and horn, with the piano skirting about playfully. A livelier theme in 
B major comes in the wake of tremolo strings and suave chords on harp anti 
piano and undergoes interesting modulations following the entrance of a minor 
subsidiary theme. Violins and piano take it up in succession. 

At length the trumpet gives out the chief theme, which now rises to a great 
outcry and promptly fades away. After violins ami piano toy with the subsidiary 
theme, the bass clarinet passes the mountain tune hack to the trumpet, and a 
tutti rises on it, wirlt the piano and harp engaged in brisk bravura. With the 
return of the tunc in its original guise, a brief coda begins. 

A variant on piano of the mountain air opens the second movement. The 
piano and bassoons enlarge on a subsidiary theme. The tune is buck, first, as a 
horn fanfare over a drum roll, and thru in a solemn version for muted horn. 
Other instruments take it up before the horn recovers it against an accumpani 
meat of: strings, piano, and flutes. The piano weaves figures around the clarinet 
as the movement ends. 

The third movement opens with piano and harp giving fresh aspect to the 
mountain tune. The wood winds take it up as the simple folk song it is. As the 
tune spreads over the orchestra, piano and harp embroider on it. The clarinet 
sings out tenderly over a murmur of piano and strings, and the whole orchestra 
comments excitedly. A dance character has come over the movement. Soon the 
piano takes up the mountain melody alone, with strings joining in, and the 
symphony ends in a resounding tutti. 

I he symphony is scored for three flutes (one interchangeable with piccolo), 
two oboes, English horn, two clarinets, bass clarinet, three bassoons, four horns, 
two trumpets, two cornets a pistons, three trombones, tuba, kettledrums, big 
drum, cymbals, triangle, harp, piano, and strings. It was first perfoimed at a 
L&mourcux Concert, Pans, on Mar* 20, 1887, a year after Saint Haems* own 
symphony with piano was first heard at a London Philharmonic concert. At 
the time it was something of an innovation to employ the piano as an integral 
part of a symphony, Phillip (#nepp\s defence of the practice is ingenious: "An 
obvious view of such a symphony as the present is in analogy to a sonata for 
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Leos Janacek 

born: hukvaldy, moravia, july 3, 1854. died: mohr-ostrau, aog. 12, 1928, 

His art at its most typical is rooted in the soil, in the sources of a 
national consciousness and the psychology of a fol\. He has been 
compared with Moussorgs\y; and it is significant of his power and 
salience as an artist that the comparison does not stride us as pre¬ 
posterous .— Lawrence Gilman. 

Sinfonietta 

I. Allegretto. II. Andante. III. Moderate. IV, Allegretto. V. Allegro. 

This composition was written early in N26. Its first performance, by the 
Czech Philharmonic Orchestra, took place at Prague in May of the same year. 
Its initial performance in America was given by the New York Symphony 
Society, Otto Klemperer conducting, on Mar. 4, l'»27. Herbert Peyser, then 
program annotator for the Symphony Society, wrote of it (in part) as follows: 

There are five short movements . . . the structural basis of the various movements 
is short sections (some of them only three bars in length), market! with rejwats. 
The first movement is virtually a prelude to the second (the most elaborately 
organized division of the work). . . . The tempo at the outset is allegretto, the 
time, 2/4..The tonality oscillates between !•'. flat minor with 1) flat major and 
C sharp minor. . . . The bass trumpet and kettledrums in unison have a persistent 
motive forming part of the first theme. The theme itself, as well as the second one, 
in D flat (maestoso), reached by a transitional passage in triple time- is of folklike 
character and resembles a carillon figure. 

An andante (4/8), in which clarinets see up an arpeggio movement in thirty* 
second notes that plays an insistent part through the following pages of this division, 
ushers in an allegretto. Two olxies give out a lively subject of popular cut over an 
ostinato of trombones. There are three other themes, the most prominent of them 
making its first apjK'arnnre in horns and lower strings against the arpeggios of the 
clarinets and reappearing at once in the first violins ami violas. Another ostinato a 
scale form with whole-tone elements enters in the strings. A short subject of mote 
warmth is uttered against it by trombones and trumpets. Near the close, the theme 
of the oboes returns. 

The third movement (moderato) contains three themes, the first a songlike 
melody for muted violins ami cellos against arprggios of harp and violas; the second, 
measures of solemn brass chords with answering piccolo scales; the third, another 
trombone phrase. An animated dance theme in 2/4 time given out leggirro by three 
trumpets in unison ojxms the fourth movement (allegretto) which consists prin* 
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. , . : t M-ar the close, measures of presto and adagio alternate. 

A^ibi«t Stetao forms tht chief thematic backbone of the heal aUepo. ud 
*e cooelodes with a return of the o P enm s movcoco, more elelwti, 

instrumented. 

Although Leos Janacek is best known here through his operas and particu¬ 
larly Jenufa (produced at the Metropolitan wtth Marta Jcn.,a as the peasant 
heroine 1924-1925), he wrote a considerable ammmtoi music m all other form. 
Especially notable, among his nonoperatic wurU “ ' ^ S?, ’ ^ 

was performed by the Society of the Friends m Mumi. m 1 bO. 

Seventh child of a village schoolmaster, Janacek was a student at the Organ 
School in Prague. Later he attended the Leipzig Conservatory, studying both 
Inducting and*theory under Reineckc. Most ot lus hte was spent m hu own 
country, where he devoted himself chiefly to rching, cotnpostng ant doing 
research in folklore. To supplement these activates, he took on .uldition.il duties 
for "a time, involving conductorship of the Philharmonic Society of Brno, 
besides accepting the post of director of the Gmservatory there 
Like Dvorak and Smetana, Bartcik and Kmlaly, \ llb-Lobos, (.hate/, Enesco 
and Roy Harris, Janacek worked without end investigating lus country* folk 
music. Further he developed interesting theories about the effects of national 
speech rhythms on music, applying his discoveries to the music he wrote. 

it C, B, 




Werner Josten 

born: elbkrfeu), Germany, june i 2, 1888. 

He achieves a subtle blending of the old and the note by tempering 
his acerbities with exquisite lyricism r with long-breathed, sustained 
melodic lines, and striding and imaginative harmonic and contra¬ 
puntal structure.— John' Tasker I Ioward. 


"Concerto Sacro No. 1” 

Like Hindemith’s Mathis der Malcr , Mr, Josten’s Concerto Sacro was inspired 
by the powcriul and mysterious sixteenth-century triptych painted for the 
Isenheim altar at Colmar, in Alsace, by the Rhenish master Matthias Crime 

wakl Mr. Josten first designed the work as a single Concerto in lour move¬ 
ments. Later he saw the feasibility of dividing the work into two complete 
units, each capable of being performed alone. These were then called Concerto 
Sacro No . 1 anti Concerto Sacra No* 2. 

The two movements of Concerto Sacro Nth l are entitled “Annunciation 1 * 
and “lire Miracle.” In Concerto Sacro No. 2 they are entitled "Lament” and 
“Sepulcher anti Resurrection. 1 ’ The scoring is for string orchestra and piano. 
The Concertos were composed in PC5 and revised in 1**27. They were played 
for the first time anywhere by the Graduate School Orchestra at the Juilltard 
Musical Foundation in New York, in March, N2T When Conueio Sacro No. I 
was performed by the Philadelphia Orchestra in October, PHI, Mr. Josten 
supplied Lawrence Oilman, the annotator, with the following program; 

(a) The Annunciation: Mary’s dream — Dialogue between Mary anti the Angel 
O Sanctissima—The Passion- The Angel ptoclaims victory over death Mary’s 
ecstasy—The Angel departs—Mary sinks again to sleep. 

(b) The Miracle: Mary’s fear and anguish Voice of tomfort 1mm above 
Mary remembers the prophecy—The Miracle is preparing The Miracle is wrought. 
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Dmitri Kabalevsky 


BORN: ST. PETERSBURG, DEC. 30, 1904. 

You possess the gift of dramatic development, which is absent in so 
many good composers.- Romain Roixand, in a letter to Dmitn 

Kabalevs\y. 


Symphony No. 2, Op. 19 


I. Allegro quasi presto. II. Andante non troppo. III. Prestissimo. Scher- 
zando; Molto agitato; Allegro. 

According to a Soviet source, Kabalevsky was playing the piano by ear at the 
ageTsix. Systematic study of music did not begin till 1918, when he was 
fourteen. The family had moved to Moscow from Leningrad and young 
Kabalevsky soon enrolled in the Scriabin Music School. For a time he studied 
Composition with Vassilenko and Katuar. Later he was admitted to the Moamw 
Conservatory. There Miaskovsky was his teacher m composition and Golden- 
weiser in piano. When Kabalevsky completed his studies at the Conservatory, 
Ms nlme was inscribed on the Golden Panel of Honor. After teaching piano at 
foe Scriabin Music School, he joined die faculty of the Moscow Conservator 
as professor of composition. Kabalevsky has served for several years on the 
editorial board of Soviet s^ay a Muzi\a, Russia’s leading music magazine Many 
of its historical and analytical articles have carried his by-line. For a while he 
ll wmte music reviews for the Soviet press. In 1939 Kabalevsky was dected 
member of the Presidium of the Organizing Committee of die Union of Soviet 

Composers. A year later he was awarded the Order of Merit. 

Like Khatchatourian and Khrennikoff, Kabalevsky is a relatively new name 
on American concert programs. A small sheaf of his symphonic composes, 
including the Colas Breugnon overture and a piano concerto, has emerged here 
in the past few years. Americans interested in the Soviet screen have also heard 
three Kabalevsky’s film scores: the tautly dramatic music: &» Petersburg 
Night , the blundy fosurgent music of Shchors (a hero of the October Revolu¬ 
tion), and the gay operetta score of Spring Song (Vesennaya Pyesnya). In the 
Soviet Union, Kabalevsky’s music has been before the public since the appear¬ 
ance of a Piano Sonatina in 1930, shortly after he left the Moscow Conserva¬ 
tory. Soon Kabalevsky, like Shostakovich, Khatchatourian, and Prokofieff, was 
gaining prominence in many fields. Besides writing extensively for the cinema, 
he composed incidental music for the radio and stage. But very early he dis- 
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closed a taste for larger forms, like the concerto, the symphony, and the choral 
symphony. 

In many of his scores, Kabalevsky shows the same preoccupation with Soviet 
life and tradition as Shaporin, Knipper, Shebalin, Khatchatourian, and Shosta¬ 
kovich. For example, in 1931 he wrote a Poem of Struggle for chorus and 
orchestra. Like Maiskovsky’s Twelfth Symphony, Kabalevsky’s First—written 
in 1932—celebrated the fifteenth anniversary of the Revolution. A Requiem for 
Lenin followed in 1933. On a smaller plane were the sketches From Pioneer 
Life, a tribute to Russia’s own boy- and girl-scout movements. Kabalevsky’s 
compositions to date include four symphonies, two piano concertos, chamber 
music, and numerous songs. In 1938 he wrote an opera, The Master of 
Clamency, based on Romain Rolland’s Colas Breugnon, which Soviet critics 
regard as his masterpiece. This helped to silence those who had singled out 
lack of dramatic force as Kabalevsky’s main shortcoming. Three years ago 
Kabalevsky composed a second opera, Before Moscow . This work served the 
double purpose of celebrating the twenty-fifth anniversary of the October 
Revolution and of commemorating the epic struggle at the gates of Moscow in 
the autumn of 1941. Shortly after Germany invaded Russia, Kabalevsky pub¬ 
lished a group of war songs. Later came a cantata for choir, soloists, and 
orchestra Our Great Fatherland. A suite The People's Avengers —for chorus 
and orchestra—was composed at the front with the young Soviet poet Eugene 
Dolmatovsky, who supplied the text. Moussorgsky, Borodin, Tschaikowsky, 
Rachmaninoff, Prokofieff, and to a smaller extent Scriabin are traceable in¬ 
fluences in the music of Kabalevsky. Another influence is folk music. The 
ballet The Golden Spi\es shows interwoven fragments of native White Russian 
themes, while The People's Avengers reveals a marked Ukrainian flavor. 

Early criticism of Kabalevsky’s music in the Soviet press emphasized its 
spirit of “academic romanticism,” its eclecticism, its “technical primitivism,” 
its hurried facility. It was pointed out that both Kabalevsky and Shostakovich 
in their earlier symphonic works showed faulty method because they had 
failed to substitute valid new principles for the classical principles they had 
discarded. Kabalevsky’s Second and Shostakovich’s Fifth both revealed a 
marked swing of the pendulum back to older symphonic forms. Greater 
warmth and intensity were noted in Kabalevsky’s Second Symphony along 
with compacter classic design. The same is true of the piano concertos. 
Danilevitch, writing in Soviets\aya Muzi\a in October, 1936, stressed the 
superiority of Kabalevsky’s Second over the “immature, studentlike, utterly 
eclectic” First Concerto. In his Eight Soviet Composers (Oxford), Gerald 
Abraham speaks of Kabalevsky’s Second Piano Concerto as “the only serious 
rival to Khatchatourian’s in the race to surpass Prokofieff.” 

The world premiere of Kabalevsky’s Second Symphony occurred at a concert 
in the Moscow Conservatory on Dec. 25, 1934, with the British conductor 
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Albert Coates directing. Arturo Toscanini led the American premiere of the 
work on a broadcast of the NBC Symphony Orchestra on Nov. 8, 1942, and 
later, on Feb. 26,1943, conducted the first American concert performance of the 
score at a concert of the Philadelphia Orchestra in Philadelphia. The following 
is an analysis of the Second Symphony which appeared in the February, 1935, 
issue of Soviets\aya Muzi\a {Soviet Music) : 

In this Symphony, Kabalevsky frees himself from that whole group of influences, 
characteristic of the music of his earlier period, which is distinguished by a certain 
reticence and a psychological subjectivity in style. 

Whereas Kabalevsky’s First Symphony shows man finding his “road to life,” but 
only after a severe internal struggle, the Second Symphony depicts another type of 
man ; one who finds his place in life and takes an active part in its reconstruction. 
In overcoming hardships he gams consciousness of the joy of struggle and labor. 
The musical structure of the Symphony develops the idea of the growth of man 
through his daily activities, through work. 

The first part is an episode of difficult struggle, in the process of which the forces 
of the obstacles placed before man threaten to break him in time. In this section of 
the Symphony we feel that the energy expressed in the first impetuous, fervent 
tV rnp continually checks itself, throttles and paralyzes itself with a whole group of 
elements preventing it from asserting itself. In this way there is a dramatic sharpness 
of rhythm which makes us think of the symphonies of Tschaikowsky and Mias- 
kovsky, and there is an original, in places a gloomily depressed, in places a joyfully 
light, rnnai coloring and a contrast in instrumentation. 

The second part of Kabalevsky’s Symphony is a slow singing movement, creating 
a mood of lyric meditation. The very dry and severe prelude, over which still lies 
the shadow of the dramatic episodes of the storm which has just passed, serves as 
an introduction into the bright and affable sounding world of clear, peaceful 
melodies, reaching in places a great .lyric height. In the middle portion of the 
Andante the disciplined firm rhythm of the lyrical march and the broadly drawn 
out phrase of a singing character speak of an imminent struggle to lead to new 
victories. 

The finals is full of fervor, of temperamental, impetuous movement, sparkling 
with laughter, gaiety, and pleasantries, but at the same time is shot through with a 
serious and businesslike attitude. This music has been invoked to tell us that the joy 
of victory and the jubilant life associated with it have nothing in common with 
complacent egotistical self-assuagement. 
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Concerto for Piano and Orchestra in G minor, No. 2, Op. 23 

I. Allegro. II. Andante. III. Allegro molto: alia breve. 

Largely classical in structure, the G minor Concerto consists of three move 
ments. The first and third movements are thematically linked, the rollicking 
main theme of the Allegro reappearing in altered guise in the finale. In its 
harmonic structure this theme contains a favorite device of Kabalevsky's: the 
use of the major subdominant chord in a minor key. Danilcvitvh suggests it 
may be intended by Kabalevsky as a kind of musical signature. However, it is 
not an uncommon device in other Soviet music. 

The first movement is almost severely classical in structure. Passages of 
schematic septareness occur frequently. 1 he second movement is woven out 
of the lyric expressiveness of its two main themes, the first wistful and nostalgic, 
the second, bolder and more passionate in mood. The finale is in the nature of 
a toccata or perpetuum mobile, moving with headlong drive. 

“The musical language of the concerto is clear and relatively simple," writes 
Danilevitch. It is easy to gain a complete picture of it from a single hearing.” 
The piano writing is typically lucid and transparent, at times starkly incisive 
and petcussive. All this is true, too, ol the simply patterned accompaniment. 
Polyphonic intricacy is not a habit of Kabalevsky's. Yet, the orchestra rarely 
serves purely as background or accompaniment to the piano. Piano and 
orchestra integrate in one organic scheme. 

Danilevitch writes (in fioviettfytytt Mustfya, Irotn which I translate): 

The main theme of the first movement**-of strong-willed, manly 1 haunter 
contrasts sharply with the softly colored, lyrical subsidiary theme. 

The latter s melodic nucleus is related-—intervallieally ’-to the second half of the 
main theme. In the short concluding section—exceptionally simple anti clear in 
structure elements of the main and subsidiary themes arc cleverly synthesized, 
The development is constructed on the principle of "large, broad breathing." It 
follows a gradual ascent, leading to an orchestral dimax. 'litis is woven out of 
material of the second theme. There billows a cadenza for piano sttlo. Like the 
working-out section, it embodies a gradual dynamic drive culminating in a second, 
still more striking climax. Dramatic excitement, expressive content, strong pathos, 
sharp, fresh harmonies, plus clarity of piano writing- all combine to make the 
cadenza of the first movement one of the best episodes of the* < inneerto. 

In the Andante movement the main themes arc first announced in soft aquarelle 
tones among the solo wood winds and the piano. A melancholy song alternates with 
a clearer, more challenging melody. 'Hie sonorities gradually become full blooded 
and solid. A turbulent sting of the strings is accompanied by whincT.il atwl fantastic 
patterns m the solo instrument. The Andante etuis with the aquarelle tones of the 
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dt The P SetavTtht”mp™sion o£ pretipfc* nwwracnt. In the main than, 

it is not hard to catch the basic melodic and harmonic elements ot the chief theme 
of the first movement. The development is along lines ol a broadly dynamic 
c escendo ending in an orchestral climax-built as m the first movement on 
material from the subsidiary subject. The reprise is laconic, but gives an impress™ 
material rrom / _ metallically ringing chords, piano and orchestra 

of maximum tension. Amid bright, " tl » -in lP , nnt , «rendilv shim, n . 

engage in a sharp rhythmic exchange of roll tails. I he tempo steadily sharpens. 

An effective coda ends the concerto. 

Kabalevsky’s Second Piano Concerto was first performed in America on 
May 9,1943, on the weekly Sunday broadcast of the NBC Symphony Orchestra, 
Frank Black conducted. Leo Smit was the piano soloist. On May 6, 1945, 
Bernard Weiscr performed the work at a Boston I ops Concert, with Arthur 
Fiedler conducting. Nadia Rosenberg was the soloist when Arum Rotkmki 
lcd the New York Philharmonic-Symphony m the tost New \ork concert 
performance of the work on Oct. 11, VW. Besides piatio, the scoring calls for 
two flutes, piccolo, two oboes, English horn, two cl,u .nets, two bassoons four 
horns, three trumpets, three trombones, tuba, tympaui, bass drum, snare drum, 
cymbals, xylophone, triangle, and strings. 


Overture to the Opera Colas Breugnon 

The music of Colas Breugnon: The Master of Clatneney is set to a libretto by 
V. Bragin, which, in turn, is derived from Rouum Rullund’s work of the same 
name The opera was given its premiere performance at Leningrad hi 1938. 

Not the most operatic subject in the world, Holland's Co/m Bmtgmn is, in j 
effect, a day-by-day diary—for one year of philosophic and humorous reflet- j 
tion by a Burgundian craftsman of the sixteenth century. It is a succession of j 
anecdotes or incidents without a recognizable story, some of which, absorbing j 

in themselves, pertain to a siege, a riot, and a fiie. 

Breugnon turns his gaze on many characters, in the .ourse of his reportoral 
year, and among these we find his wife, his daughter Mamue and her husband 
and their daughter Clodie (and, incidentally, his favorite grandchild), and his 
friends Paillard the notary and Chamaille the cure of Breves, in addition to 
quite a few other, less important, personalities. 

Colas, of course, is the hero of the book, I ie possesses a humorous outlook on j 
life, he is witty, proud, sly, and strong. If, on the fair of it, that sort of person in j 
that sort of book seems not altogether easy to transfer to the operatic stage, with- j 
out loss to either or both (not omitting to an opera itself f, there was no apparent 
problem for the librettist Bragin, who, quite mgnuou-.lv and full "f resources, 
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converted the material to Communistic purpose, giving it the necessary social 
ideology and—in the doing—putting the “story” through quite a few hand¬ 
springs. 

Tt happens that the opera was not received with too great enthusiasm. It was 
criticized severely on account of both libretto and music, the former because 
it put Colas in an undignified position, according to Soviet standards, and the 
latter because it was not “an operatic score,” but a group of “tasteful musical 
water colors.” 

Anyway, everybody liked the music for itself, and many went so far as to sav 
it was the best that Kabalevsky had written up to then. The Overture has 
already earned an important place in the favor of American symphony 
orchestras. 


R. C. ». 


Jerome Kern 

born: new YORK, JAN. 27, 1885. wed: NEW YORK, NOV. It, 1945. 

If Jerome Kern had never written a note of music except far his 
operetta "Showboat," he would be entitled to a high place in the 
annals of American popular music (perhaps one might even omit the 
word "popular"). For "Showboat ” is a contemporary classic.— John 
Tasker Howard. 


"Scenario for Orchestra” on Themes from "Showboat” 

Some years ago, on Dec. 27, 1927, to be exact, Showboat, an operetta based on 
Edna Ferber’s best-selling novel, took a sophisticated New Yoik audience by 
storm at the Zicgfeld Theater. Jerome Kern, one of America’s greatest com- ' 
posers of production music, and Oscar Hammerstein, an equally noted lyricist, 
were the collaborators who brought the mellow sentiment of the Berber story 

to the Broadway stage. i; 

Out of the score teeming with melodious tunes, at least live have become 
classics of the popular repertory. They include the world •fatuous “01’ Man I 
River,” “Can’t Help Lovin’ That Man," “Why Do 1 Love You?,” “Can’t We | 
Make Believe?” and “My Bill.” 

At a time when America’s folk music is still in the process of formation, it 
may not be premature to judge these efforts as being strongly contributing 
elements to what will one clay be a great literature. We have ”Ol' Man River," 
for instance, as an index of what may come; for in a relatively few years of life 
it has attained an enviable position. Distinguished artists ot the concert stage 
have not been unaware of its pisver and intensity, ami noted observers of the 
musical scene have found in it the true qualities of sincerity and simplicity that 
one might expect of a noble piece of folk expression. 

Kern, encouraged by Artur Rodzinski’s desire m bring the music to a 
fuller realization through the resources of the modern orchestra, set alxiut the ! 
task of preparing the Scenario in July, l'Ml. In August the sketches were com¬ 
pleted, and in September the finishing touches war added to the orchestration. 
Dedicated “to Artur Rodzinski with the grateful regards of Jerome Kern "the 
score carries, further, a quotation from a worldwide broadcast by Winston 
Churchill: “The British Empire and the United States . . . together . , , I do 
not view the process with any misgiving. No one can stop it. Like the 
Mississippi, it just keeps rolling along, l-et it roll . . . inexorable, irresistible, 
to broader lands and better days.” 
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Scenario for Orchestra was given its first performance by the Cleveland 
Orchestra under the direction of Mr. Rodzinski in Cleveland, in the fall of P>41. 
The Philharmonic-Symphony introduced it to New York on Nov. 19, 1941, 

The Scenario begins slowly with a phrase by the cellos, which Kern referred 
to as “The Mississippi River (Natchez) in the late 1880V The melancholy 
measures of “Misery’s Done Come” is given out by the English horn, and 
“OF Man River,” to all intents and purposes the theme of the piece, is heard 
softly in the violas and bass clarinet. With the sudden change of the tempo to 
allegro, there are references to the Negroes giving way, while working, to song. 
“Can’t Help Lovin’ That Man” comes forth via a muted trumpet, and, in turn, 
this ushers in a Tempo di Blues sequence where a quartet of saxophones lords 
it over the pizzicato strings. 

The foregoing material is given a slight development. There follows a 
take-off on a calliope, presumably the one in use on the showboat Canon 
Blossom, of the Edna Berber story. After this “Only Make Believe” rises out of 
the score, followed by “Why Do I Love You?” Some phrases of a liturgical 
character correspond to Kim’s convent days. The opening “Mississippi River" 
motive returns, and with considerable employment of the “Of Man River" 
theme, the piece ends. The words, “He jes’ keeps rollin' alon,”' in Jerome 
Kern’s hand, are written on the last page of the manuscript. 

Jerome Kern studied with Paolo Gallieo at the New York Musical College, 
besides working with Alexander Lambert ami others. 1 le competed the scores 
for a considerable number of musicals, among them Sally, Sunny, Oh Boy. 
Sweet Adeline, The Cat and the Fiddle, Very Warm for May (which contained 
the lovely song “All the Things You Are”), and Showboat, The last named has 
been revived several times on the stage and for the screen. 


H. ». 
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Aram Khatchatourian : 

1 

born: tiflis, Georgia, june 6, 1903. 

The country which produced Michael Arlen and William Saroyan ^ 

has now also a composer who is attracting the attention of the ^ 

musical world .— John N". Burk. , 

l 

Concerto for Piano and Orchestra t 

I. Allegro ma non troppo e maestoso. II. Andante con anima. III. Allegro j 

brillante. 


Composed in 1935 and premiered in Moscow the same year, Khatchatourian’s i 

Piano Concerto speedily became a concert favorite throughout the Soviet 1 

Union. Writers hailed it as an “event in Soviet music,” and many greeted it as a 

marking the rehabilitation of the piano concerto in Soviet composition. Some¬ 
thing of a stigma had fastened to the form since the A.C.M. (Association of a 

Contemporary Music) had branded music for the piano as a form of hour- £ 

geois drawing room music making.” In any case, only four Soviet piano I 

concertos had succeeded in gaining wide currency those of Shekhter, Kaba- j 

levsky, Khrennikoff, and Makarov-Rakitin. As one writer expressed it: -] 

“Khatchatourian brought out his Concerto when Soviet music was m danger t 

of ignoring completely the pianistic traditions of Franz Liszt. Khatchatourian a 

reinstated them at one stroke.” t 

Along with the frank, untrammeled bravura reverting to an older style, 
there was noted the presence of fresh, exotic material in the Concerto, deriving t 

from Armenian folk sources. This was woven into a throbbing symphonic f 

scheme hurtling to recurring dramatic climaxes. One writer described the work t 

as a piece of “virtuoso rivalry between piano and orchestra.” As for the p 

“national” element in the music, Khatchatourian disavowed any intent to quote si 

literally from Armenian folk material. Rather has he devised themes and color 0 

in the spirit of these folk tunes. Echoes of native Armenian instruments filter 
through the score, but never in slavish imitation. Khatchatourian has said that h 
he “is not and does not wish to be considered a ‘national composer in the a 
narrow sense of the term.” He goes on to say: ii 

Of course, any music worth the name will inevitably have its national character ^ 

istics. That applies to the music of Beethoven, Schumann, Rimsky-Korsakoff, 
Tschaikowsky. The “Big Five” of Russian music of the last century were first and C 

foremost Russian composers. But through sincere expression of national feeling, by n 

368 



ARAM KHATCHATOURIAN 369 

l3c * eans sound technic and purity of style, they have become representatives of 
Universal art. Looked at from this point of view, folk music for me is not an end 

itself, but a means to an end. 

In a recent article on Khatchatourian, Nicolas Slonimsky discussed this point. 
After noting how Russian composers had always been attracted by the folk 
^usic of the Russian Orient, he added, “It was only after the Revolution that 
the minority nations brought forth native composers who made use of melodic 
^tid rhythmic resources of their countries not in the form of exotic stylization, 
®ut as creative reconstruction ” 

In reviewing the Concerto, Soviet critics were especially enthusiastic about 
die slow movement, a poetic reverie in romanza style. Georgi Khubov, writing 
ju Soviets\aya Musika in September, 1939, regarded it as an epitome of modem 
lyricism, with its “perfect inner harmony, its vitality, and its folk character.” 
Throughout, the Orientalism is easily recognized in the structure of melodies 
Used, with the stress on small intervals in eight-note and nine-note scales. 
Another feature evocative of the Orient is the contrast and novelty of color 
applied in the scoring for wood winds. 

Suggestive of Borodin—and Liszt for that matter—are not only the sweep 
and surge of theme, but the thematic unity of structure. Material first ex¬ 
pounded in the opening movement returns with redoubled force in the finale, 
tn fact, the rather festive, animated theme, with the typically Armenian cadence, 
introduced in the opening allegro, dominates the concerto like a cyclic motif. 
The exotic, romanzalike effect of the andante is achieved through a combina- 
-ion of fresh harmonies, folk mood, and laconic expression, the whole giving 
in impression of severe simplicity. The andante contrasts sharply with the often 
iheatrical brilliance of the end movements. 

Of Khatchatourian as orchestrator, Mr. Slonimsky writes that he follows the 
xadidons of Borodin and Glazounoff in contrasting instrumental solos with 
:ull orchestral passages. “The effect is secured by means of sonorous accumula- 
ion,” he writes, “reaching a maximum brilliance, and then subsiding to another 
period of calm. Khatchatourian’s First Symphony he called a “succession of 
;onorous waves, mounting and receding, in conformity with the larger lines 
)f the formal design.” 

The son of an Armenian bookbinder, Khatchatourian was nineteen before 
le began to study music. Then he rapidly made up for lost time. Enrolling in 
l school in Moscow, he studied cello, but soon turned to composition, his first 
nstructor being Michael Gnessin. Later Miaskowsky and Vassilenko became 
lis teachers at the Moscow Conservatory. Early in his studies he was attracted 
o Armenian, Georgian, Azerbaijan, and Uzbeck folk music. At the same time 
Snessin and Miakowsky opened up the wide field of Russian and classical 
nusic to him. In 1926 he began to compose, and his music soon drew attention 
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because of its strange Oriental flavor and gusto. Although the folk note has 
remained a fixed trait of his music, Khatchatourian for a while toyed with 
modernistic experiment in dissonance. However, he was soon back at his true 
metier “the recreation of his native Caucasian folk music within the bounds 
of new harmony,” to quote Mr. Slonimsky. Success came fast with audiences 
and critics alike. His First Symphony, written in 1934, and commemorating 
the Sovietization of Armenia, gave him added prestige. 

Khatchatourian already has some ’20 compositions to his credit, among them 
two symphonies, several ballet suites, piano and violin concertos, chamber 
music (including a trio), songs, marches, overtures, film music, andincidental 
music for a production of Macbeth staged by the Armema State Theater. In 
1938 he wrote a Poem about Stalin for the annual October Festival, using a 
text by the Azerbaijan poet Ashug Mirza. Later he received the highest award 
of the Soviet Union, the Order of Lenin, for “outstanding services m the 
development of the music of his native Armenia.” Early in 1943 it was decided 
to have Khatchatourian’s name inscribed on a marble tablet in the hall of the 
Moscow Conservatory, beside the names of other celebrated alumni ike 
Rachmaninoff and Taneieff. Khatchatourian turned down the offer of a pro¬ 
fessorial post at the Conservatory, preferring to give all his time to composition. 
His wife and daughter still remain pupils of his, however. Under the name 
of Nina Makarova, Mrs. Khatchatourian is known to the Soviet public through 
a cycle of songs based on the verses of the Great Georgian poet Shota Rustaveli 
and a cantata dedicated to Molotov, the Soviet Foreign Minister. 

Besides being widely known in the Soviet Union as a composer, Khatcha- 
tourian is a recognized authority on Oriental music and instrument The 
autonomous Republics of Uzbekistan and Tadzijkistan have “borrowed him 
on occasion for special research in national music. 

According to one writer, Khatchatourian “fives enmeshed in the harmomei 
and rhythms of his native Armenia. He is adding more songs to a lore alread) 
rich in material. And when he does become attracted to a four-bar melody o: 
original music, he turns it inside out, making it a richer and more colorfu 
song.” (It is interesting to note that when his music to a film was bemj 
recorded the directors were at variance as to which was original folk music am 
which was the Armenian composer’s own creation.) 

The American premiere of Khatchatourian’s Piano Concerto occurred in th 
concert hall of the Juilliard School of Music on Mar. 14, 1942. The late Albei 
Stoessel led the Juilliard Graduate School Orchestra, and the talented soloii 
was, appropriately, a young Armenian girl Maro Ajemian, member of th 
student personnel. A second performance, by the same forces, took place at 
Russian Relief Concert in the Cosmopolitan Opera House on May 17, 194. 
when a huge audience drawn largely from New York’s Armenian colon 
greeted the work with cheers. The work was introduced at the Lewisoh 
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Stadium at a Philharmonic-Symphony concert led by F.frem Kurtz. William 
Kapell, who was the soloist, reappeared in the work with the Boston Symphony 
Orchestra in Carnegie Hall on Nov. 20, 1943. Aartur Rubinstein was the soloist 
when the New York Philharmonic-Symphony introduced it to its subscribers on 
Dec. 12, 1943. Artur Rodzinski conducted. 

Besides solo piano, the concerto is scored for two flutes, two oboes, two 
clarinets, bass clarinet, two bassoons, four horns, two trumpets, three trombones, 
tuba, small drum, bass drum, cymbals, and strings. 

L* B. 


"Dance with the Sabers” from the Ballet "Gayaneh” 

For “outstanding merit in promoting the development of Armenian art,” 
Aram Khatchatourian was awarded the Order of Lenin in 1939. Four years 
later came a further token of recognition for creative effort on behalf of his 
native Soviet republic—the First Degree Stalin Prize. This Khatchatourian 
won with his music to Gayaneh, a patriotic folk ballet, steeped in native folk¬ 
lore and idiom, about cotton pickers on a collective farm (Kolkhoz) in Soviet 
Armenia. The libretto was by K. N. Derzhavin. The premiere of Gayaneh 
occurred in the city of Molotov on Dec. 9, 1942, during a visit of the Kirov 
Theater for Opera and Ballet of the Leningrad State Academy. N. A. Anisi¬ 
mova, a noted Soviet ballerina, directed the production and danced the title role. 

The story of Gayaneh centers in a conflict between a patriotic Armenian girl 
Gayaneh and her brutal husband Giko. Tragedy arises when Giko turns traitor 
to the Soviet regime, joins a band of smugglers, and sets fire to the Kolkhoz. 
In a mounting frenzy of hate, Giko almost kills his wife and daughter. They 
are saved by Kazakov, commander of a Red Army border patrol, who is in 
love with Gayaneh and marries her when Giko is disposed of. The tale unfolds 
against a background of workaday life and play on a Soviet plantation. 
Russian and Armenian elements dominate the dance. Occasional curtsies are 
made to other Soviet areas. In mood the music ranges from the soft hushed 
impressionism of Gayaneh’s “Lullaby” to the slashing, explosive drive of the 
Kurdish “Saber Dance.” There are simple peasant dances, folkish and colorful; 
shepherd dances; fiery dramatic dances, exotic in rhythm and verve; even a 
Fire Dance.’ In the final whirlwind of dancing at Gayaneh’s engagement 
party, there follow in brisk sequence an Armenian “Shelakho,” the Kurdish 
“Saber Dance,” a Gruzian (Georgian) “Lezghinka,” and a Ukrainian “Hopak.” 

The orchestral suite from Gayaneh contains thirteen separate dances. Three 
of them—“Dance of the Rose Maidens,” “Lullaby,” and “Dance with the 
Sabers (Nos. 2, 6, and 11 of the Suite)—were given their American premiere 
by Efrem Kurtz and the Kansas City Philharmonic during the season of 1944- 
1945. The New York concert premiere occurred at the Lewisohn Stadium on 
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Alexander Small ens ' In Mark J Presto, this dance is in hold and spirited 
“The Dance o£ the Sab • reminiscent Hashes of the last movement of 

vein, with syncopated r yt m Abrupt changes of tempo add to the wild, 

Khatchatourian’s Piano Concerto. Abrupt e t * 

excited upsurge o£ rhythms. l. b. 


Tikhon Khrennikoff 


born: ELBTZ, RUSSIA, JUNE 10, 1913 . 

Khrenni\off f s sobriety has the naivete of youth, but it is often touch* 
ing, and it yields an occasional page in which familiar things we 
said with freshness,— Lawrence Gilman* 


Symphony No. 1, Op. 4 

I. Allegro non troppo. II. Adagio: Moho espressivo. Ill. Allegro molto. 

This work is dedicated to Dmitri Shostakovich. It was first performed in the 
Soviet Union in 193*5 by the Moscow Radio Orchestra* In America it was given 
its initial performance by Leopold Stokowski and the Philadelphia Orchestra 
on Nov. 20, 1936. 

The composer, who was still a student at the Moscow t 'onsorvatory when he 
penned this Symphony, has also written incidental music to Shakespeare s 
comedy Much Ado about Nothing, a Piano Concerto, a set of “Five Pieces tor 
the Piano’ 4 and another of "Three Pieces for the Piano,” the music for a play 
Mic\ p a number of songs to texts of Pushkin, an opera 7Vie Brothers, and music 
for the film “The Pigs ami the Shepherd,” which won, in 1942, the Ktalm prize. 

Although Khreunikoffs I first Symphony is in four movements, the absent 
scherzo is present spiritually, at least, in the vigor and pace of certain measures 
found in the opening and dosing of the finale. The two main and contrasting 
themes are vivid ones and are quite deftly handled in the development. 

The second movement, a broad and sustained Adagio, is elegiac in mood 
and utterance. Its harmonies, not like those of tiro other sections, ate mainly 
conventional, yet are made to order for a melancholy song drlivnrd by the 
strings. The orchestration is dear and full, without heaviness, though, as the 
movement goes on, the melancholy grows deeper. 

The solo clarinet and the strings, in turn, bring out a sprightly theme, which 
is developed at some length. A smooth cantilena billows, involving several 
subjects. It grows in intensity until it reaches a great sonority, and a mighty 
crashing tutti closes the Symphony. 

lit* o* is* 
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Zoltan Kodaly 

born: RECSKm£t, HUNGARY, DEC. 1 6, Mj. 

■ nnt “modern" in the current sense of the 
Koddly's music . . . is ■ / atom i hitonal, polytonal 

musical ideas never heard before .-**.a Baht . 


Suite from "Hary Janos 

I The Fairy Tale Begins. II. Viennese Musical Clock- HI Song. IV Be 
Bail and of Napolaoa. V. U. l,n>r,„« of 4, 

Emperor and His Court. 

Hto JX»<* 1. the swashbuckling hen, „f comic 1 lun s arian folk legend I, 

aTllan valor he rivals Baron Munchausen. In amorous colons, Umj» 

Z IXn Juan are adolescent bum,, kins beside lum. I he sly roguery of TJ 

pidensDieeel is part of his nature, and for prod.g.ous lamasv he ts um,,ue 
Eulenspiegei p , ,, i f (ir j t t h.tt Natxileon declared war on 

We have his own unimpeachable worn mr u } f , ,, , , 

Austria to get rid o£ Hary Jhnos. His singlehanded defeat of the < .rand Army 
fill common talk around Magyar campfires. Rq-nedly, the iunpress Mane 
Louise’s infatuation for Hdry was Napoleon’s casus belli. I he spectacle of the 
Emperor begging the Magyar Ajax to spare his life alone deserves a Homeric 

eoic—or at any rate a comic opera. D , 

P Zoltdn Kodaly’s buffo folk opera was first staged at tl u - Budapest Royal 
Opera on Oct. 16, 1926. The libretto was by Bela I’auluu and Szok Harsanyi. 
Later Koddly arranged a symphonic suite from his o^ra, and in this form 
Hdry Janos was premiered by the New York Mu harmonic Orchestra on 
Dec 15, 1927. Willem Mengelbcrg conducted. Kodaly supplied the Ihilhar- 
monic with the following narrative gist of the six movements: 

According to a Hungarian superstition, if a statement is followed by a sneeze of 
one of the hearers, it is regarded as confirmation of the truth of die assertion Be 
Hdry Suite begins with a sneeze of this kmd. One of Hary s group of faithful 
listeners, who sneezes at the wildest assertions of the old tale spimiet, is equal to 
the occasion even when Hary declares that he once had occasion to subdue Napoleon 
himself! With a suggestion of this sneeze "the tale begins" (No. 1 of the .Suite), 
The other movements may be deserilxrd as follows: , 

No. II. The scene is laid in the imperial palace in Vienna, where the mgemom 
Hungarian peasant is amazed and enraptured by the famous Musical V.lock withe 
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little soldier figures in their brave uniforms appearing and disappearing at every 
rotation of the marvelous machinery. 

No. III. Hdry and his sweetheart are longing for their village home, its quiet 
evenings, musical with love songs (an ancient Hungarian melody is used). 

No. IV. Hdry, as general in command of his hussars, confronts the French army. 
He brandishes his sword, and lo! the French begin to fall before him like tin soldiers! 
First, two at a time, then four--eiglu—ten, and so on. Finally there are no more 
soldiers left, and Napoleon is forced to engage in person the invincible I hiry. 
HFry’s fantasy pictures a Napoleon made in the image of his own burly peasant 
imagination—an immensely tall and formidable Napoleon who, shaking in every 
limb, kneels before his conqueror and pleads for mercy. 'Hie ironical French Victory 
March is transformed into a dirge. 

No. V is an intermezzo without special significance. 

No. VI. An ironical march of triumph, in which 1 Ltry pictures the entrance of 
the emperor and the imperial court at Vienna; but it is not the Austrian reality 
only a Hungarian peasant’s way of imagining the rich happiness of the celebrated 
Wiener Burg. 

The composition of Hary Janos sprang naturally from Ktxlaly’s long 
interest in Hungarian folklore and music. Together with Britt Bartok he is 
responsible for salvaging, through phonograph recordings and dictation, some 
thirty-five hundred native Hungarian melodics. Like Bartok, Kodaly felt the 
vital need of preserving this peasant material as a source of inspiration for 
Hungarian composers. It was believed that only from a thorough assimilation 
of the spirit of this folk music could a truly national music arise. Neither 
Bartok nor Kodaly endorsed the practice (if using folk tunes Itndily. They were 
more concerned with recapturing mood and atmosphere. 

Kodaly has pointed out that since l‘B0 most Hungarian music shows traces 
of this recovered materia htmgarica. Up to that time the field had It tug been 
neglected largely because alluring music parading under the assumed name til 
“Hungarian” had been Hooding European cafes and concert halls for decades. 
Gypsy bands and Budapest dinner ensembles were mainly trvpumtblr for the 
false harmonies and melodic intervals foisted upon original folk melodies. The 
prestige of Liszt, Brahms, and Joachim, much of whose music was flavored 
with this tampered material, was to he reckoned with, too. 

There was no quarrel with the frank appeal of this “gypsy Hungarian" 
music. The danger, as Kodaly and Bartok saw it, was that the authentic 
Hungarian folk note would be lost, forever in the growing acceptance of a 
spurious substitute. 

In a biography ol his collalxtnifor, Bartok points out that his style "owes 
much of its character to the individual musical idiom that Kodaly has urate, I 
tor himself out of the Hungarian {tcasant music he has toilet ted.” ’ 


I- !». 


37 6 


THE CONCERT COMPANION 


“Dances from Galanta 

The following note prefaces the score of this composition: 

Galanta is a small Hungarian market town known to travelers^ 
and Budapest The composer passed there seven years of hw childhood. There 
and Ducapes . r t • v has since disappeared. Their music was the 

existed «‘ 5?^’"1 “ o£ <£ child. The fo,be„s of the, 
first orchestral sonority w ^ h ca 1800 , some books of 

srvosies were known more than a nunarcu ^ _ . , . a , 

Hungarian dances were published in Vienna, one of which contained music after 
several gypsies from Galanta.” They have preserved the old Hungarian tradition. 
In order^o continue it, the composer took his principal subjects from these ancient 

editions. 

Composed in 1934 for the eightieth anniversary of the Philharmonic Society 
of Budapest, the Dances from Galanta are, in fact, separate items, but they are 

strung together in a chain through the use of recurrmg material. 

Thf composition opens with a solo cello theme both characteristic and 
marked. Wood winds and strings offer a speedy passage and soon the horns 
repeat the theme. It is then elaborated upon, going to a cadenza for the clarinet 
and from there to an erratic sort of tune, andante maestoso, which is also 
played by the clarinet to a string accompaniment. During the course of die 
piece this litde tune comes through quite frequendy. Now there is a contrasting 
melody, vivacious and positive, announced by flutes and taken up by clarinets 
and violins, whereupon the erratic melody returns, this time in a different form, 
among the wood winds and strings, with the horns and tympam providing the 
accompaniment. A short allegro section is given mainly to oboes and flutes, 
and, Mowing a short, more animated sequence, there appears another andante 
maestoso. A syncopated idea filters through the orchestral web gradually 
increasing to a fortissimo of almost rowdy energy. Against a solid rhythm 
another melody is begun by the clarinet and picked up by the flute It gets some 
treatment and then gives way to an allegro vivace. A sprightly theme springs 
up in flutes and first violins. It becomes stronger and more positive, and with 
several references to other themes, especially the syncopated °ne, the music gets 
more sonorous and excited, and suddenly everything breaks off. There is a brief 
‘ pause of silence. Then the wayward melody is heard again, played softly and 
tenderly, now, played by the wood winds, in turn, while the strings supply the 
accompaniment. There is a cadenza for the clarinet, leading to an allegro molto 
vivace, and this brings the movement to a close. 5 ^ q_ g. 



Ernst Krenek 


BORN: VIENNA, AUG. 2J, X9OO. 

Speaking very concretely from the standpoint of the everyday expert* 
ence of a twelve~tone composer , the predicament is exactly this: 
working along the lines of the “classical*' technique, tee find ourselves 
every now and then embarrassed by the necessity of locating remain* 
ing tones of the series, even when we would not “feel lil(v that" The 
meaning of this plight is simply that the series pattern suited us well 
in the beginning of a cet'tain musical complex, but that our "intui¬ 
tion** took us, during the process of composing , some other way* 
—Ernst Krenek, in a letter to He urge Perle* 


Variations on a North Carolina hoik Song 
"I Wonder As I Wander,” Op. 94 

[*he composition was inspired by a recording of John Jacob Niles's rendering 
if the folk song “I Wonder As I Wander A Mr* Krenek has given die author?* 

he following information: 

My attention was aroused not only by the unique intensity with which Mr. Nila 
erformed this song, which he had discovered in North Carolina* but ah* by the 
cry unusual modal pattern of the simple and moving tune. Some time Litet Mr, 
fttropoulos let me know that he was interested in my recent work in tumpusmon, 
nd this fact prompted me to use the folk song, which had impressed me so deeply, 
s a symphonic piece* Mr, Niles and die publishing house (h Sehirmor we to good 
Rough to grant their permission for doing so. The eomftostdon was linhhed on 
ily 1, 1942, in Madison, Wis. 

It is a set of seven variations arranged to follow in broad lines the structure ol' a 
rst movement ol a symphony (exposition, development, etc,), ! have attempted to 
nfold the feelings of tragic loneliness ami passionate devotion by which the solitary 

'anderer "under the sky” of the old song is animated. 

The words of the song 4 ‘I Wonder As I Wander” are: 

I wonder as I wander out under the sky, 

I low Jesus the Saviour did come to dir 
For poor onVy people like you anti I. 

I wonder as t wander out under the sky. 

When Mary birthed Jesus kwas in a cow's stall, 

With wise men anti fanners and shepherds anti all. 

But high from the heavens a star's light did fall, 

Anti the promise of ages it then did m ail. 

477 
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If Jesus had wanted for any wee thing, 

A star in the sky or a bird on the wing; 

Or all of God’s angels in heaven to sing. 

He surely could have had it, 'cause l le was the King. 

Ernst Krenek has gone through the process at “evolution of style" through ‘ 
experimentation with many styles. In that respect he probably stands alone in 
his mercurial glory. A pupil of Franz Sehrehers, Kicuch wrote his earliest* 
works in the late-romantic idiom, in which, of course, lw had been industriously \ 
schooled by Schreker. He was not long in turning to atonality, which was the > 
modish thing to do, what with the great number of French and German com-; 
posers who had taken it up. Besides, it represented a welcome change from the j 
heavy mysticism of Schreker’s music. 

His investigations soon brought him to American jazz, and it was in this \ 
field that he wrote his greatest success, the oprta /o««v spirit attf! The pita,; 
at first rejected by several German companies, finally was introduced at Leipzig, i 
in 1927, and in no time at all it made sensational headway in that it was pro- \ 
duced in over a hundred cities (in New York at the Metropolitan Opera House) 
and translated into eighteen languages. He i»«*ame famous practically over¬ 
night. The young darling of the intellectuals was now a world figure. 

He had written five operas before fanny, but that was the one destined to 
bring his name almost into every household. .Still other opnas followed. That 
came an imposing array of works in every conceivable butt. Then in WJ2,of 
thereabouts, he suddenly took up the twelve tone in lumpir, first advanced by ; 
Arnold Schonberg. Fie has since been unswervingly devoted to that. When kb 
Karl V, an opera on the subject of the Roman Ghunh vs, the Reformation, 
was first given in Prague, June 22, II. If. Stuekcnschmidt, covering die 
event for Musical America, reported: 

Technically he [the composer| follows the dogma of twelve tour music at ud 
in Berg’s Lulu, Schonberg’s Von haute attf Morgen, Wtuibed /alltg's Das Ofjtr, 
Paul von Klenau’s Rembrandt van Rijn, and other ojietas ot tlw last decade. Bet 
his music is by far the most radical of them all. 

The question has been put: Which Ktrttek ought we to Mtevr, the youth of 
premature radicalism, the manager of jazz «|*eia and fake i l.rmcism, nr the w 
Krenek of the twelve-tonc-cspressivn musu ? Without amweimg that, tine tnaj 
retort that it is to the honor of any artist when hr works hath horn cheap succea 
to the sphere of pure and intellectually tdmed att. 


R.C.8. 




Edouard Lalo 

BORN: LILLE, FRANCE, JAN. 27, 1823. DIED: PARIS, APR. 22, 1892. 

Lalo entered into the very soul of this elemental music and in every 
case revealed only its noblest essence without any external over¬ 
elaboration .— Leopold Auer. 


"Symphonie Espagnole,” for Violin and Orchestra, Op. 21 

I. Allegro non troppo. II. Scherzando: Allegro molto. III. Intermezzo 
(usually omitted). IV. Andante. V. Rondo. 

Lalo’s Spanish ancestry is often brought up in connection with the Symphonic 
Espagnole, though the use of Spanish titles, themes, and locales has been a 
recurring practice with French composers, whether of Spanish extraction or not. 
One thinks offhand of Chabrier, Bizet, Debussy, Ravel. The list can be 
lengthened. In Lalo’s day the Parisian ambient was flooded with Spanish art, 
and musical rhythms and sequences easily found their way into his second 
extended work for violin and orchestra. 

A further exotic angle is observable in the dedication. Lalo wrote the 
Symphonic for that phenomenal Spanish violinist Pablo de Sarasate, who 
played the solo part at the premiere on Feb. 7, 1875, at a Concert Colonne at the 
Chatelet, Paris. In short, a combination of Spanish family origins, Spanish 
fadism, and Spanish soloist prompted Lalo to write a Spanish Symphony. Lalo 
had spent most of the year 1874 composing it. Possibly still another stimulus 
had come from the success of his Violin Concerto, Op. 20, also dedicated to 
Sarasate. The performance of the earlier work, with the Spanish violinist also 
the soloist, at a Chatelet concert in 1874, had extended Lalo’s following. Almost 
overnight he had become a concert favorite, having previously enjoyed the 
dubious honor of being styled “a musicians’ composer.” 

Incidentally, Sarasate’s bow was something of a magic wand. Several other 
repertory stand-bys received its premiere touch and went into a long life, 
Bruch’s Second Concerto and Scottish Fantasy and Saint-Saens’ B minor 
Concerto among them. 

The Symphonie Espagnole, as written, is in five movements, though tht 
third, entitled “Intermezzo,” is generally omitted. In the opening movement 
(Allegro non troppo, D minor, 2/2) fragments of the first theme are bandied 
about by orchestra and solo violin before the orchestra takes up its full develop¬ 
ment and passes the theme on to the solo voice, which embroiders it along its 
own lines. Presently the violin announces the second theme, in B flat major. 

379 
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^l C , h ^ SCherZ t nd L ° movement (Allegro molto, G major, 3/8) brisk orchestral 
P ing, with the strings pizzicato, leads to a lyrical waltz theme on the solo 

"S r "'t Ti ““',T' nK oSerin * a ^ Se* *»” by * 

a P " gllt1 :' ml<idk involving quiet change, of tempo mi tonality' 

hn ope„,„g svenon „ repeatci The ^ ^ ^ 

v| gre p n ? n tr °PP°’ A minor, 2/4) enshrines a beautiful melody for solo 
uol „ ,n E mmor. In the four* movement (Andante, D minor, 3/4)4^ 
ruments enter first, chanting a cantabile theme promptly taken uo bv the 

blronf?h which thc 50,0 :r a ^fcWdX 4 

mtmlio?t?„“ * T / S0l ° “ b i"‘ »” d *«“ peaceful cl 

Vsaltarello-hke theme for solo viohn, entering after a lively orchestral preface 

ominates the Rondo finale (Allegro, D major, 6/8). P 

assoonTtrt 1 SC ° ring “ ^ tW ° fluttS ’ piccolo > tW0 oboes ’ two clarinets, two 

■ianrie h^ trUm P CtS > Aree tromb ones, kettledrums, snare drum, 

rangle, harp, and strings. ’ 

Lalo studied both violin and cello at the conservatory in his native Lille 

ti"r T 8m T CneCk ’ S Vi ° Iin d3SS 3t thG Paris Conservato"" m 

tee wi<rL P T- te 7° n l m . COmp ° sition - Later be broadened his acquaint- 
uartet r-Tf by L paymg vi ° la in the Armingaud-Jacquard 

• I °f PU f hC reSp ° nSe t0 his music lon S tem Pted him to give up com- 

hTn hi fell*’ 7 SCVen year r 1858 t0 18 ^ he Wr0tC P ractic % ^thing. 

! v ° Ve ^ and married the beautiful contr alto Julie Marie 

mtoire de Maligny a pupil of his, and with love and marriage came renewed 
piration and ambition. 

Yet Lalo went on suffering neglect and disappointment as a composer, until 
1872, an orchestral divertissement on a Concert Populaire program was 
irmly received. Two years later the violin concerto brought him his first real 
ccess, folbwed by the still greater triumph of the Symfhonie Espagnole. In 
£ Lalos ballet Namouna served to confirm his rare skill as orchestrator. His 
)wning achievement, though, the opera, Le Roi d’Ys, was not produced till 

18. The overture, long a popular concert item, had already been premiered 
ven years before. r 

.ab’s f^rless and independent character was discussed some years ago by 
up Hale. He pointed out that Lalo, unwaveringly opposed to making con- 
sions or compromises and never mastering the art of fawning and scheming, 
- 0t the man to be welcomed by managers of opera houses.” Hale goes on 

7 Wa %x£ “ 7 IT* 1 ° f Wridng salon music ’ 50 Ids name was not known to 
iteurs. When a ballet master of the Opera urged him to study Adolphe Adam 

i model, Lalo replied: Do you think I am going to make music like that of 
6 tor you ‘ • ’ • Disappointment followed Lalo to the end. He was not 
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chosen a member of the Institute, for he would not pull wires for an election. He 
did not finish his last opera. His death during the commotion excited by dynamiters 
at Paris awakened little attention, and there were no funeral eulogies in the journals; 
but nearly all the French musicians of renown were present at his burial and thus 
paid tribute to a composer of the highest character and talent. . . . 

Lalo’s personality during his later years has been described as follows: Slight in 
stature, he limped a little as the result of paralysis, which attacked him during the 
rehearsals of Namouna . He was otherwise of distinguished appearance, fastidious in 
dress, with a good deal of color in his cheeks, bright-eyed, with snow-white hair and 
a white beard and moustache, “which gave him the appearance of an Austrian 
diplomat.’ 1 . . . He thought unfavorably of much of the music that was heard in 
the opera house, but he was not in sympathy with German radical theories concern* 
ing the music drama. His temperament was French; he was honest, and he insisted 
on clearness in art. 


Concerto for Violoncello and Orchestra in D minor 

I. Prelude: Lento. Allegro maestoso. II. Intermezzo: Andante eon moto. 
III. Rondo: Andante. Allegro vivace. 

Lalo dedwatko his (adit) Concerto to Adolphe Fischer, who played it lor the 
first time at the Cirque de liver, Paris, Jules Ktienne Pasdeluup conducting, on 

Dec. % 1877. 

A Lento introduction lasting twenty-two bars leads into the main section of 
the first movement (Allegro maestoso in I) minor, Id/H), in strict sonata form. 
Both the main theme and the second are first given out by the cello. 

In the second movement Intermezzo- the first theme (Andante eon moto, 
G minor, 9/8) is discoursed by the cello after a few prefatory bars. With a shift 
to the major key, the cello subsequently oilers a new melody, Allegro presto, 
in 6/8 time. Both themes undergo varied treatment. 

A short Andante prefaces the finale (Allegro vivace, 6/8) which shapes up 
to a brilliant rondo. 

Lalo also wrote a sonata for piano and cello, premiered in Paris the same year, 
besides a few shorter pieces for cello, among them a Chanson villagmisc and a 

SSrenaJc , dating from an earlier period. 

0 1 U s* 


Overture to the Opera "Le Roi d’Ys” 

From an old Breton legend of the submerged city of Vs, Kdouard Blau 
fashioned the libretto for I ado's three act opera I.e l\ui d'Y.t (The Kittj> of Vs). 
The same story inspired Debussy's celebrated piano piece Ijt CathMmle 
englmttic {The Engulfed Cathedral). 
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Although Lalo had begun work on the best known of his three operas in 
1876, it was not till 1881 that he had sketched out the whole work, and t jjj 
May 7, 1888, that it was produced by the Paris Opr a Cotnique, As early as 
1876, however, Lalo entrusted Adolphe Theophile Manotiry, one of the chief 
baritones of the Paris Op6ra, with an aria from Le Roi d'Ys for a concert of 
the Societe Nationale. And, several years before the premiere of the opra, the 
Overture had already begun its popular career in the concert lulls. 

Though the American premiere of Le Rot J'Yf occurred in New Orleans on 
Jan. 23, 1890, New York waited till 1922 for a hearing. Karly that year the 
Metropolitan Opera Company produced it with a cast headed by Prances Alda 
(Rozenn), Rosa Ponselle (Margaret!), Beniamino digit (Mylio), Giuseppe 
Danise (Karnac), and Leon Rothier (the King). In a sense, the production 
was a long-deferred fulfillment of a promise made by the management thirty 
two years earlier. The prospectus of the German season of ISS') IS'H) lud in¬ 
cluded Lalo’s Le Rot d’Ys among its [dans. Despite the brilliant cast, the opera 
aroused small response. After the five prformauecs of the 1921 PC2 season 
Le Roi d’Ys returned to its slumbers. 

Today, the opera is remembered largely because of the Overt urr and Mvlio’s 
aria “Vaincmcnt, ma bien-aimee”—a beautiful aubade, the melody of which 
Lalo borrowed from a Breton folk song. As for Lalo himself, he is best known 
to concertgoers as the composer of the Symphonic Ripj^mde, Most critics would 
agree that his orchestral writing far excels his opiatic in grasp of style and 
imaginative force. 

The story of Le Roi d’Ys centers in a court triangle. Maigami ,i«d Rozenn, 
daughters of the King of Ys—or Is as it is sometimes spelled Unit love the 
young knight Mylio. Of the two, the warrior prefers Ro/rtm for her gentle 
disposition, Margared being the domineering type. During Karnac's absence, 
Margared has been promised as bride to Karnac, a neighboring prince long at 
war with the city of Ys. All are assured the marriage will bring hostilities to 
an end. Margared, however, changes her mind when Mylio returns from the 
wars. Thus rebuffed Prince Karnac challenges his foe to fresh battle, and Mylio 
accepts. In the ensuing fight, Karnac is defeated. But all is not lost, for 
Margared, a prey now to jealousy because of her sister's appr<<a> hing marriage 
to Mylio, shows him how to turn the tables on his foes, Ail he need do is to 
open the floodgates, for the city is protected by a dyke. The prime eagerly 
accepts her plan, and soon, as Rozenn and Mylio are being wed, Margared 
gives a wild shout: the sea is pouring into the doomed citv!‘Remorseful now, 
she cries out that the flood will rise “till it reaches its prey." At Imeth, as the 
people run for safety to the hills, Margared confesses her gud, and, Gm.iung to 
the highest peak, plunges into the swirling waters. Therrupn .Satin Curentm 
appears on the surface of the sea and the flood waters miraculously ebb away. 
In the overture to Le Roi d'Ys Lalo quite plainly nought to epitomize the 
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j^^ninant moods and action of his opera, as well as to introduce the three central 
in their most revealing moments. In the introductory section of the 
overture a clarinet solo presents the valiant Mylio by way of a melody borrowed 
: xa m the knight’s defiant aria “Si le ciel est plein de flammes” (“If the sky is 
-xj.il of flames ), which appears in the first act. This introductory passage is 
jjvided by a flourish of trumpets from the Overture proper, which begins with 
Allegro in D minor, largely depicting the conflicting emotions of Margared 
^jjer love for Mylio, her hatred of the suitor forced upon her, and her jealousy 
>£ k er s * ster Rozenn. The trumpet figure reappears in a new guise, and wa 
? jr£ s ently made the acquaintance of the gentle Rozenn herself through an 
V^dantino in B flat major built around the girls tender query, “En silence 
>0 ttrquoi souffrir?” (“Why do you suffer in silence?”). Earlier material is 
reviewed briefly, and the Overture ends brilliandy on the theme of Mylio’s 
OI rceful aria. 

I*. B. 









Anatol Liadoff 

BORN: ST. PETERSBURG, MAY 10, 1855. DIED: NOVGOROD, AUG. 28, I914. 

He has neither the power and glow of Borodin and Bala\ireff, nor the 
exuberant fancy of Rims\y-Korsa\off at his best, nor the energy and 
abundance of Glazounoff; but of the minor poets of music—not only 
Russian—he remains one of the most lovable .— M. D. Calvocoressi. 


"Le Lac Enchante” ("The Enchanted Lake”), 

Legend for Orchestra, Op. 62 

Liadoff earned the dubious reputation of being the laziest man of Russian 
music. Rimsky-Korsakoff often chided him on his indolence. This failing once 
cost him the chance to write the music for The Firebird ballet. The prospect of 
large-scale composition appalled him. Dozens of projects were abandoned from 
sheer lack of will power. And Liadoff was hounded by another evil—ruthless 
self-criticism. He was shy, modest to a fault, and he loathed publicity. He wrote 
slowly and painfully. The facility of Rimsky, Glazounoff, and Tschaikowsky 
often filled him with despair. He was sensitive and retiring. So this lone, timid 
man, fearful of life and reality, retreated into a world of his own—a place of 
magic spells, and dragons and mermaids ... and enchanted lakes. “The 
world,” he explained, “is tedious, disappointing, trying, purposeless, terrible.” 
Anatol Constantinovich Liadoff escaped into fairy land 

Liadoff’s lethargic temperament is reflected in the way Le Lac Enchante 
came to be written. In 1905, after much coaxing and cajoling by colleagues, 
he began work on a ballet. “May his artistic conscience continue to stimulate 
and sustain him!” was the fervent prayer of one friend. The prayer went un¬ 
answered. The ballet remained unfinished. At this point, Rimsky stepped in 
with a suggestion that his slothful friend write an opera. To strengthen the 
appeal, he even suggested “a legendary opera.” Liadoff was enthusiastic. This 
time he firmly resolved to shake off his lethargy long enough to keep his 
promise to Rimsky. But indolence, or weak will, or modesty, again set in. The 
plan remained a plan. All that survived were some musical sketches. And these 
later found their way into the tone poems Ki\imora and The Enchanted La\e. 

Like other symphonic works of Liadoff—notably Baba Yaga and Kikimora 
—Le Lac EnchantS weaves a spell of eerie legendry. Liadoff supplied no clue 
to its program beyond the title. Knowing Liadoff’s tastes and temperament, we 
readily sense a tale of unearthly doings. The gleam of magic moods is on this 
music. One seems to glimpse the bewitched lake, ringed by towering pines 
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mirrored in its surface. Somewhere, doubtless, are the phantoms and nymphs 
who peopled Liadoff s imaginative world. “My ideal,” he once said, “is to find 
the unearthly in art. Art is the realm of the nonexisting. Art is a figment, a 
fairy tale, a phantom. Give me a fairy tale, a dragon, a water sprite, a wood 
demon—give me something that is unreal, and I am happy.” 

Recurring through LiadofPs tone picture is the gently shimmering theme of 
the lake, first heard among muted strings in D flat major. The score calls for 
three flutes, two oboes, three clarinets, two bassoons, four horns, tympani, bass 
drum, celesta, harp, and strings. Le Lac Enchante, together with its companion 
piece Kikimora, was dedicated to Nicolai Tcherepnin. The two tone poems 
were first performed in America at a New York concert by the Russian 
Symphony Orchestra on Nov. 16, 1910. 

L.B. 

"Kikimora,” Legend for Full Orchestra, Op. 6 3 

The word Kikimora, or Shishimora (cognate with or borrowed from the 
French cauchemar) is associated with “nightmare.” On the flyleaf of the pub¬ 
lished score of Liadoff’s Legend appears a resume of the folk tale by Sakharoff 
from which its program is derived. 

Kikimora [the phantom] is brought up by a sorceress in the mountains. In his 
youth he is beguiled, from early morn to late at night, by the tales of foreign lands 
told by the sorceress’ Magic Cat. From night to dawn Kikimora is rocked in a 
crystal cradle. 

In seven years the phantom grows up. Shiny and black, its head is as small as a 
thimble, and its body as thin as a straw. Kikimora makes all manner of noises from 
morning to night and whistles and hisses from early evening to midnight. 

Then the phantom spins till daylight; spins and stores up evil in its mind against 
all mankind. 


"Eight Russian Folk Songs” Op. 5 8 

-A. committee made up of Liadoff, Liapounoff, and Balakireff was once dele¬ 
gated by the Russian Imperial Geographical Society to make a survey of folk 
music in certain Russian localities. The incident indicates the recognition 
Liadoff had won in this field. His settings are regarded as unique in the way 
they preserve the genuine spirit of the originals. The rich allegory and what 
has been described as the “pagan and even prehistoric ritual” characterizing 
Russian folk songs inspired some of Liadoff’s best work. 

According to the scholar Swan, writing in The Chesterian, Liadoff’s har¬ 
monizations 
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are distinguished by certain peculiar traits that fit the songs to an almost incredible 
degree. 

Such are his universal use of the major and natural minor only* the absence ©£ 
modulations within one song, the gradual blossoming out oi the accompaniment 
into exquisite figuring, graceful contrapuntal phrases. 

Applied with an elegance, taste, and economy, which is yet exuberant, they make 
Liadoff’s settings unique from a purely musical point of view. 

Dedicated to J. Bilibin, Eight Russian PoIf( Songs appeared in 1006, The 
sequencers marked as follows: I. “Religious Song*’ (Moderate, G major, 2/2); 
II. “Christmas Song” (Allegretto, E minor, 2/4); IIL “Plaintive Melody” 
(Andante, A minor, 4/4) ; IV. “Scherzo” (Chant Gunkjue), “I Danced with 
the Gnat” (Allegretto, A major, 2/4); V. “Legend of the Birds” (Allegretto, 
D minor, 2/4); VI. “Lullaby” (Moderate, A minor, M); VII. “Dance Song” 
(Allegro, G major, 2/4), and VIIL “Village Dance” (Vivo, G major, 2/4), 



Franz Liszt 


jO* N: ^AUHNG, NEAR OEDENBURG, HUNGARY, OCT. 22 , l8ll. DIED: BAYREUTH, GERMANY, 

JULY 31, 1886. 

Then came the thing I had longed for—his playing. I sat near him so 
that I could see both his hands and face . For the first time in my life 
I beheld real inspiration—for the first time I heard the true tones of 
the piano . . . . There was nothing strange or excessive about his 
manner . His manipulation of the instrument was quiet and easy, and 
his face was simply grand—the lips compressed and the head thrown 
backward. When the music expressed quiet rapture or devotion a 
smile flitted over his features; when it was triumphant the nostrils 
dilated . There was nothing petty or egotistic to mar the picture • 

—George Eliot. 


Concerto for Piano and Orchestra in E flat major, No. 1 

r o Eduard Hanslick goes the doubtful honor of having silenced this concerto 
or twelve years with a phrase. When Dionys Pruckner, a Liszt pupil, first 
>layed the work in Vienna in 1857, the caustic critic of the Wiener Presse 
promptly dubbed it “The Triangle Concerto.” Liszt, emboldened by the ex- 
mples of Haydn, Beethoven, and Schumann, had dared pontifical wrath by 
.ringing the lowly accessory into a symphonic score. To round off phrases of 
be scherzo theme he calls for tiny rhythmic strokes on the triangle. 

The tag stuck. Not until 1869 did any pianist work up courage enough to 
Lefy Vienna’s high priest of criticism and the stigma laid upon the concerto. 
Tlie challenger was a twenty-five-year-old girl from Munich named Sophie 
Tenter. Sophie’s friends and colleagues uttered dire warnings. Anton Rubin- 
tebn sharply reprimanded her: “You can’t be so crazy as to play this concerto!” 
ie told her there was a twelve-year curse on it. Sophie’s reply has come down 
3 us in her native patois: “Wenn l dos nit spielen \ann, spiel i goar nit—i muss 
t nit m Wien spielen ' (“If I can’t play it, I don’t play at all—I must not play 
x Vienna.”) Given such determination, it is not surprising to learn the per- 
3rmance was a huge success. If Hanslick coined a fresh phrase for the occasion, 
has been lost. 

In structure the E flat major Concerto is closer to the symphonic poem than 
le standard concerto. The form is free, with several themes announced, de- 
bLoped, and modified in time and rhythm. There are four major sections, 
^mghly corresponding to four symphonic movements. But they merge freely 
cud lack the customary development. 

387 
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The first of the four principal themes is stated by the strings, broken into by 
wood winds and brasses (Allegro maestoso, tempo giusto, 4 4). Liszt sup¬ 
posedly sang words to this theme, given in one version as “Das versteht ihr 
nicht!” and in another as “Ihr honnt die nichtsl" In either ease far from a 
compliment to the listening world! There follows an elaborate cadenza. 

Muted cellos and double basses announce the second theme (Quasi adagio, 
12/8) and give it to the piano to enlarge on. The third theme (Allegretto 
vivace, 3/4)—announced scherzolike by the strings with the triangle effects— 
is preceded by a long trill on the piano. As for the triangle strokes, Liszt cau¬ 
tions that they are to be made with great precision. The piano develops the 
theme, capriccioso scherzando, and a cadenza etuis the section. 

The fourth theme, described as “an answer to the chief phrase of the second 
rather than a separate theme,” recurs throughout the work, given first to the 
orchestra, then to the piano, A rhapsodic Allegro animato leads into the finale, 
with a return of the chief subject. The finale (Allegro nur/Atle animato, 4 / 4 ) 
recapitulates earlier material at brisker rhythms and quickens to a presto* 

Liszt himself wrote at some length about this concerto in a letter to his uncle 
Eduard Liszt, dated Mar. 26, 1857, from Weimar: 

The fourth movement of the Concerto from the Allegro marviale corresponds 
with the second movement, Adagio, It is only an urgent recapitulation ol the earlier 
subject matter with quickened, livelier rhythm, and contains no new motive, as will 
be clear to you by a glance through the score. 'Phis kind ut bmdin$ together and 
rounding off of a whole piece at its close k somewhat my own, hut it is quite 
maintained and justified from the standpoint of musical form* 

The trombones and basses take up the second pait of the motive of the Adagio 
(B major). The pianoforte figure which follows is no other than the reproduction 
of the motive which was given in the Adagio by flute* am! clarinet, just as the 
concluding passage is a Variance and working up in the major of the motive of the 
scherzo until finally the first motive on the dominant pedal f! flat, with a shake 
accompaniment, comes in and concludes the whole. 

The scherzo in E flat minor, from the point where the triangle begins, I 
employed for the effect of contrast. 

As regards the triangle, I do not deny that it may give offence, rsjrualk if struck 

too strong and not precisely. A preconceived disinclination amt objettkm to imtru* 
ments of percussion prevails, somewhat justified by the frequent misuse of them* 
And few conductors are circumspect enough to bring out the tltythmic element in 
them, without the raw addition of a coarse noisiness, in works in with h they are 
deliberately employed according to the intention of the composer. 

The dynamic and rhythmic spicing and enhamement, which are a fin ted by the 
Instruments of percussion, would in more caws he much more rifn malty produced 
by the careful trying and proportioning of insertions and additions of that Lind, 
But musicians who wish to appear serious and solid prefer to treat the instruments 
of percussion en canaille, which must not make their appearance in the seemly 
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company of the symphony- They also bitterly deplore, inwardly, that Beethoven 
allowed himself to he seduced into using the big drum and triangle in the Finale 
of the Ninth Symphony, 

Of Berlioz, Wagner, a ml my humble self it is no wonder that "like draws to like” 
and, as we are treated as impotent canaille among musicians, it is quite natural that 
we should be on good terms with the canaille among the instruments. Certainly here, 
as in all else, it is the right thing to seize upon and hold fast [the] mass of harmony. 
In lace of the most wi.se proscription oi the learned critics I shall, however, continue 
to employ instruments ot percussion and think 1 shall yet win for them some effects 
little known. 

Specific dates of composition are lacking for this concerto. The likeliest years 
are 1848 and IH4T A revision was made sometime in 1814, and the work was 
published by Haslinger of Vienna in 1817, the year of its Viennese premiere by 
Pruckncr at a so called Spirituclle Kamzcrt. The world premiere had occurred 
on Peb, 17, 1811, during part of a “Berlioz Week” at Weimar, the concerto 
being the single numBerlbz work programed. Berlioz conducted and Liszt was 
soloist. 

The record reveals its American premiere as occurring on Apr, 20, 1867, at 

a concert of the New York Philharmonic Society, The well-buttressed name of 

Sebastian Bach Mills is given as that of the soloist, 

JU ». 


Concerto for Piano and Orchestra in A major. No. 2 

Tub worui premiere of Liszt's Second Piano Concerto occurred in the Grand 
Ducal Theater at Weimar on Jan. 7, 18*57, at a concert sjxm.sored by Hans von 
Bronsart fur the benefit ol the Weimar Orchestra’s pension fund. 

Bnmsart, a Berlin pianist, composer, and conductor, who had studied with 
Liszt in Weimar, was the soloist. 'Hie composer conducted. Billed on the same 
program was the first performance anywhere of Liszt’s symphonic poem 
Ce i/tt'on entend utr la mtmta^nc. Bronsart was himself represented by a piano 
trio. 

"I’he first sketch of the A major Concerto dates back to September, 18,W, and 
is preserved in manuscript in the Liszt Museum at Weimar. There is some 
uncertainty about just when Liszt completed the work, though by August, 
18-1‘k we hud him informing the composer Raff that the orchestral scores of 
both the A major and F, flat major Concertos had just l>een copied. 

However, laszt revised the Concerto shortly before the Weimar premiere, 
when Bronsart played it hum manusuipt. Further revision was made in lHbl. 
A two piano anaugetnent appeared the following year, and the Concerto was 
finally published in lHfik Labeled a Concert Hymphonujue in the manuscript, 
the work is dedicated to Bronsart. 
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Like the First Concerto, the A major is in one movement and built along 
similar lines of free thematic change. A glowing romanticism runs rampant 
through it. The dreamy, plaintive melody, first announced by the wood winds 
(Adagio sostenuto assai, A major, 3/4), alters repeatedly in mood, color, and 
shape, finally thundering out like a victory chant. 

It was William Foster Apthorp’s opinion that if Liszt had seen fit to give the 
Concerto a poetic or dramatic title, he would have devised something like “The 
Life and Adventures of a Melody.” Following up this idea, Apthorp, usually a 
stricdy objective analyst, wrote a brilliant biography of the chief them, that 
deserves being quoted: 

The melody or hero of this poem in tones is announced at once on the wooden 
wind instruments. Both its melodic cut and its harmonization are such as no one 
but Liszt ever imagined. It is a sort of wild musical moan and wail, accomp anie d 
by harmonies ever shifting in tonality. Soon the pianoforte throws over it a network 
of sonorous arpeggi, adorns it with the richest embroidery. A cadenzalike passage 
leads to a more brilliant, fitful motive which is developed with great energy by both 
pianoforte and orchestra, until a third allegro motive is introduced. Of any distinct 
musical form here it is impossible to speak, all is so fitful, kaleidoscopic, and stormy. 

When the hurricane has blown over, a brief reminiscence of the wailing principal 
theme on the pianoforte leads to the announcement of a new melody in the strings: 
it is as if a second movement were begun. But no, the pianoforte takes up once more 
the old moan, the melody emphasized by the cello intersperses its phrases with 
snatches of the new theme that has just been given out by the strings, until it at last 
develops the latter with ever-growing passionateness, then with magical effects of 
light and color. 

From this point onward the Concerto is one unbroken series of kaleidoscopic 
effects of the most brilliant and ever-changing description; of musical form, of 
musical coherence even, there is less and less. It is as if some magician in some huge 
cave, the walls of which were covered with glistening stalactites and flashing jewels, 
were reveling his fill of all the wonders of color, brilliancy, and dazzling light his 
wand could command. Never has even Liszt rioted more unreservedly in fitful 
orgies of flashing color. It is monstrous, formless, whimsical, and fantastic, if you 
will; but it is also magical and gorgeous as anything in the Arabian Nights. It is its 
very daring and audacity that save it 

And ever and anon the first wailing melody, with unearthly chromatic harmony, 
returns in one shape or another, as if it were the dazzled neophyte to whom the 
magician Liszt were showing all these splendors, while initiating it into the mys¬ 
teries of the world of magic, until it, too,’ becomes magical and possessed of the 
power of working wonders by black art. 
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ephisto Waltz" 

t also as Der Tanz in der Dorfschen\e } this is the second o£ two pieces 
1 under the title Two Episodes from Lenctus “Faust.” The present work 
run in 1858 and finished in January, 1861, at Weimar, where it got its 
'formance in the Grand Ducal casde under Liszt’s direction. Several 
impositions of Liszt’s were inspired by Lenau’s Faust. He produced a 
Mephisto Waltz for piano in 1880, later arranging it for orchestra. A 
as written for piano in 1881 and A. Mephisto Pol\a for the same instru- 
. 1883. The composer even began a fourth Mephisto Waltz , again for 
*ut never completed it. 

:ore of this Mephisto Waltz carries a long quotation from Lenau’s poem, 
ng is its essence: 

sant wedding is being celebrated with song and dance in a village tavern. 
>pheles, disguised as a hunter, and Faust peer through the window, and 
ipheles beckons to his companion to enter the room with him. Faust is 
d by a black-eyed damsel, but is not daring enough to greet her. Mephis- 
laughs at him “who has just had it out with hell, and is now abashed before 
a.” Suddenly he addresses the musicians. “Dear fellows,” he cries, “you 
m bows much too sleepily. Sick pleasure may dance on lame toes to your 
it not youth, filled with blood and fire! Give me the fiddle; in my hands it 
id differently, and there will be another kind of springing in the tavern!” 
►pheles plays. The dancing becomes wild; the souls of the dancers are filled 
nge emotions; Faust presses the hand of the dark-eyed girl, and stammers 
love. Together they dance through the open door, through the meadows 
.en paths, and with the strains of the violin floating to their ears, dance on 
y reach the forest. Fainter and fainter becomes the sound of the music as 
d through the singing of nightingales. 

scored this Mephisto Waltz for an orchestra consisting of three flutes 
iterchangeable with piccolo), two oboes, two clarinets, two bassoons, 
■ns, two trumpets, three trombones, bass tuba, kettledrums, cymbals, 
harp, and strings. The composer dedicated the music to Karl Tausig. 

R. C. B. 


iphonic Poem, "Les Preludes” (after Lamartine) 

? rom his other claims to fame, Franz Liszt was the father of the 
nic poem.” Following the example of Berlioz, Liszt sought to amplify 
gram” possibilities of symphonic music, and with Berlioz he broke 
>m the strict dictates of sonata form. In the symphonic poem Liszt 
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achieved a new kind of musical and poetic unity. 1 here was freedom here, 
but at the same time there was the nuclear idea of the program that imparted 
a new coherence. Liszt composed thirteen such symphonic poems. Of these 
Les Priludes is the third and perhaps the one best typifying the thematic and 
cyclical structure used. Certainly it is the best known. 1 lore the fabric is woven 
out of two basic motives, varied and developed according to the shifting moods 
of Lamartine’s romantic verses, from pastoral peace to stormy crisis and ulti¬ 
mate triumph. The lines from the MMtations Poitiques prefacing Liszt’s 
score have been translated as follows: 

What is our life but a series of preludes to that unknown song, the .first solemn 
note of which is sounded by death? Love forms the enchanted daybreak of every 
life; but what is the destiny where the first delights of happiness are not interrupted 
by storm, whose fatal breath dissipates its fair illusions, whose fell lightning con¬ 
sumes its altar. 

And what wounded spirit, when one of its tempests is over, docs not seek to rest 
its memories in the sweet calm of country life? Yet man docs not resign himself 
long to enjoy the beneficent tepidity which first charmed him on Nature’s bosom. 

And when the “trumpet’s loud clangor has called him to arms/ 1 he rushes to the 
post of danger, whatever may be the war that calls him to the ranks, to find in battle 
the full consciousness of himself and the complete possession of Ids strength. 

Les Priludes is scored for three flutes, piccolo, two oboes, two clarinets, two 
bassoons, four horns, two trumpets, three trombones, bass tuba, kettledrums, 
snare drum, bass drum, cymbals, harp, and strings. 

Les Priludes was written in 1854 and first performed at a Pension Fund 
Concert of the Court Orchestra at Weimar on Feb. 1854. The genesis of 
this symphonic poem, however, reaches as far back as 1844, when Liszt con¬ 
templated writing a cantata, using a second-rate poem by Aubray as text. The 
wretched verses discouraged Liszt, and he appealed to Victor lingo for advice, 
hoping that Titan would propose writing a substitute text for him. Hie idea 
left Hugo cold, so Liszt turned to Lamartine’s Mfdilation* poitujues (second 
series) and wrote his third Symphonic Poem t instead. lingo was not altogether 
excluded from the collaboration, for Lamartine had dedicated the poem to him. 




Charles Martin Loeffler 

BORN: MX1LHOOSB, ALSACE, JAN. 30,. l86l. DIED: MEDFIBLD, MASS., MAY 19, 1935. 

The soul of a supersensitive child t suddenly brought to maturity by a 
precocious shoe\ and emotion of a powerful nature, might well be 
imagined to lie at the bottom of the exquisite sensitivity , the penum - 
bral delicateness> which one is ever aware of in Loefjler the man and 
musician.— -Carl Knurl. 


Symphonic Poem, "Memories of My Childhood** 

Three years of Charles Martin LoefIler*s boyhood were spent in a Russian 
village near the town of Smjela in the Government of Kiev. More than a half 
century later, during the fall of 1 <} 2% Lodiler put down in music what; still 
lingered “in his heart and memory of those happy days” When finished, the 
composition was entitled Memories of My Childhood . Among these memories 
were strains of Russian peasant songs, the famous litany prayer “God Have 
Mercy on IkT moods out of fairy tales of long ago, and songs that were danced 
to. In the dosing section of the Symphonic Poem, Eodller commemorated the 
death of Vasinka. I le was an elderly peasant Bayun or storyteller a singer, 
a maker of willow pipes, “upon which he played tunes of weird intervals/* 
and the companion and friend of the hoy “who now, later in life, notes down 
what he hopes these pages will tell/ 1 as a prefatory note in the score explains. 

Memories of My Childhood was submitted in a contest held by the Chicago 
North Share Festival Association and won the prize of $1,000. The judges who 
heard it at a public rehearsal in Kvanston, Ilk, as one of four scores picked 
from eighty-three entries were Adolf Weidig, Ernest Schelling, and Deems 
Taylor. The date of this hearing was May 29, 1924, The following clay, 
Frederick Stock conducted the Chicago Symphony Orchestra in the official 
premiere of the score at one of the Festival concerts in the Northwestern 
University Gymnasium, at Evanston. Lodllcr's own analysis of the music, 
made at the request of Fchx Rorowski, program annotator of the Chicago 
Symphony, follows: 

Accompanying the distant sound of church hells, the echos and double basses give 
out the first theme a Russian peasant song, this, in its turn, being taken up by the 
violas and violins, A short melodic and rhythmical diversion leads to a short 
ecclesiastical section, in which the litany u <Jod have Mercy u|xm Us** prepares the 
way for the exultant mood of childhood happiness- -an episode in K major, 5/4 
time. A Fairy Talc, which follows, is succeeded by a Dance, who«e theme ii sus- 
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tained by four harmonicas. The Dance subject, which is of Russian origin, is 
introduced by the clarinet and piccolo alternately, the violas then taking up the 
subject, molto tranquillo. The trombones twice repeat the opening theme, its mood 
being one of sorrow for the death of a beloved iriend- * the peasant Vasinka. The 
conclusion of the work has for its basic motive the same opening subject, given to 
the cellos and double basses. Fifteen measures later there is heard distant music of 
cheerful character, such as may bring sunshine to those who sit in the darkness of 
grief, and it is in this mood of hope and consolation that the work is brought to a 
conclusion. 

The extensive scoring calls for three flutes (the third interchangeable with 
piccolo), two oboes, English horn, two clarinets, bass clarinet, two bassoons, 
double bassoon, four horns, three trumpets, three trombones, tuba, three tym- 
pani, four bells, xylophone, four harmonicas, tambourine* bass drum, cymbals, 
gong, celesta, piano, two harps, and strings. 

1LC.B. 

"A Pagan Poem” (after Virgil), 

for Orchestra with Piano, English Horn, and 

Three Trumpets Obbligati, Op. 14 

The verses that suggested this Poem are contained in the Eighth Eclogue of 
Virgil, often referred to as “Pharmaceutria” (“The Sorceress"). This particular 
Eclogue was dedicated to Pollio. It consists of two love songs, the one of Damon 
and the other of Alphesibeus, and it is with the latter that the composer was 
especially concerned. Alphesibeus sings of a Thessalian girl and of her yearning 
for her errant friend Daphnis. She raises aloft a love chant and weaves a magic 
spell in the hope that it will all bring him hack to her. 

Dedicated to the memory of Gustave Schirmer, the Poem was originally 
composed (1901) as chamber music. During 1 ( HR and l‘HXi it was revised and 
augmented for symphonic presentation. Its first [wformantr, in the larger 
version, was by the Boston Symphony in Boston, Nov. I'lV. 

The score calls for three flutes (and piccolo), two olxies, English horn, two 
clarinets, bass clarinet, two bassoons, four horns, six trumpets (three of them 
off stage), three trombones, bass tuba, kettledrums, glockenspiel, tam tam, 
harp, piano, and strings. 

The opening of the Pagan Poem is Adagio, presenting a short subject, which 
—together with its inversion—is extensively employed throughout the piece. 
First of the main themes comes through, mezzoforte, hv way of a viola and 
three flutes. This is a kind of invocation, whose latter half mav hr regarded as 
consisting of still two other themes, the first a figure in defending whole tones, 
the second “a rising and falling wail.” Both arc used unite often and with a 
good deal of variety. 
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^Following an exposition of the first main theme, the piano makes its entrance, 
>r tissimo, with an inversion of the introductory subject. The piano plays a 
•issando, leading to an Allegro where the material already advanced is put 
-rough its paces. Soon a second theme appears in the first violins, harp, and 
ano. There is development, and a piano cadenza brings on a Lento assai, 
aturing a doleful theme by the English horn. 

Off stage the three trumpets intone the ensorcelling phrase of the young girl, 
he piano supplies a fourth theme, and after a generous use of the second chief 
-erne the three trumpets rather give the impression that Daphnis has been 
:ted right out of his wanderings and put on the straight path leading to his 
-serted love. The conclusion of the work is a mass of frenetic joy. 

However, be it noted that Loeffier had no intention to set down a literal 
-scription of the idyll. His music is a fantasy, no more, no less, which merely 
ok inspiration from Virgil’s verses. 


R. C. B. 





Jean-Baptiste Lully 

BORN,: FLORENCE, NOV. 29, 1632* BIBIK PARIS, MAR, 22 , I6H7. 

With all his vices, this crafty person, this areh^rmee, this miser, this 
glutton, this ra\e, this cur — whatever name his companion* were 
pleased to call him—unth all his vices he* teas a great artist and a 
master of music in France .— Romain Rolland. 

Ballet Suite, "Noce Villageoise” 

[Arranged by Manuel Rosenthal ] 

This orchestral Suite is based on excerpts from the music which Lully wrote 
for the wedding of the Marquis and the Marquise of < uequi. The title AW 
Villageoise was derived from the fact that the ceremony was held in the country 
home of the Marquis. Among the invited guests were the peasants of the 
vicinity and the numerous servants, chambermaids, and workmen In the 
employ of the titled bridegroom. 

In the general dance which ends the choreographic divertissement, Lully ttwk 
full cognizance of the nature of the gathering. One notes, for example, une 
entrSe des pay sans (an entrance—or sequence for peasants). Another entrk 
is reserved for the appearance of the vielteurs (players of a species of bagpipe, 
a rustic instrument still used in the Auvergne). A final place in the household 
ensemble is given to the patissier (pastry cook). 

The six sections of the suite which Mr. Rosenthal has fashioned from Lully's 
bucolic ballet appear in the following order (the quoted comments are by the 
arranger):— 

1. Pavane— “representing perfectly the emphatic style of the age,” 

Z Gigue—“tht verve of which recalls the Italian origin of Lully,” 

3. Two Minuets— “gracious and ceremonial.’* 

4. Chaconne— “that is to say, a slow dance, which may hr numbered among 
Lully’s loveliest pages alike for its broad expression and melodic hue as for the 
charm and daring of its harmonies.” 

5. Two Passepieds (Breton dances) “lively dances in L8 time,” 

6 . General Dance— “ruggedly or fiercely jovial in the style of a gmlkrdd* 
(originally a brisk Spanish dance, gallarda; English, galtiard). 

In preparing the suite for concert use Mr, Rosenthal “adapted, airanged, and 
orchestrated.” In doing so, he adhered with model restraint to the instrument.*!* 
tion usually employed by Lully. This consisted of two flutes, two oboes, two 
bassoons, tympani, and strings. One small hkrty Mr. Rosenthal permitted 
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self: he added “two instrumental elements not yet employed by the com- 
tr of Noce Villageoise!' These were two piccolos and two clarinets. In his 
arrangement of ballet music by Lully, Felix Motd added trumpets, horns, 
triangle, besides clarinets. 

lie melodic, harmonic, and rhythmical writing of this work,” Mr. Rosen- 
remarks about Noce Villageoise, “cannot but suggest to the mind of the 
ter a definite rapprochement between the genius of Lully and that of 
-1, both eminent representatives of the French spirit.” Mr. Rosenthal intro- 
d the Suite to America at a concert of the Philharmonic-Symphony in 
legie Hall, on Dec. 5, 1946. 

tough an Italian by birth, Lully became the father of French opera, 
ducing a style featured by the accompanied recitative as distinct from the 
tativo secco” of Italian opera. Moreover, Lully strengthened the role of 
t and chorus in opera. The so-called “French overture,” wherein the use 
ind instruments was first stressed, was also an innovation of Lully’s. 

court composer, friend, and secretarial factotum of Louis XIV, this 
ralized Frenchman ruled with an iron hand over all matters musical. He 
feared, envied, and hated by many in the King’s entourage. Lully com- 
3. court ballets, about thirty in all, besides some twenty operas, most of 
l rather stiff and stilted to modern ears. Prologues were usually affixed in 
h gods and goddesses hymned the virtues of Le Roi Soleil (The Sun King) 
se boast it was that the state and he were one. 

Core gaining the King’s favor. Lully long collaborated with Moliere on a 
s of ballet comedies, in which the vehement style of dancing once prompted 
voxd “epileptic” from a French commentator. When Lully finally obtained 
xclusive right to produce “lyric tragedies” in Paris, French opera was born 
e Academie de Musique with Les Fetes de LAmour et de Bacchus . The 
ial date was Nov. 15, 1672. 

r Lully—the Florentine turned Frenchman—this was progress indeed. 
Erst job in France had been as kitchen scullion! Melodic gifts of a high 
" and mastery of ensemble effects were among Lully’s distinguishing traits 
'mposer. He was a sound violinist and early formed a group Les Petits 
>ns, which was long rated the best orchestra in Europe. His ballets were 
Ivance in complexity and variety over the stereotyped products of the time, 
self a trained dancer, Lully took part in many of the court ballets. Often 
ian standing next to him was none other than his doting royal patron, 
lly’s mastery of the supple accents and rhythms of the French language, 
arked an influence on his melodic line and declamation, grew out of a 
study of the declaiming style of stars of the Theatre Fran^ais. “Si vous 
bien chanter ma musique /' he once counseled a singer, “allez entendre 
'dhampmesle” (“If you wish to sing my music well, go to hear La 
npmesle”). 


L. b. 



Edward MacDowell 

born: new York, dec. 1 8 , 1 86 1» died: new york, jam* 23 , 1908* 

From all that I hear of your husband, hts qualities as a man are as 
remarkable as his qualities as an artist. He is a complete personality, 
with an unusually sympathetic and sensitive nervous system. Such a 
temperament gives one the capacity not only for moods of the highest 
transport, but for an unspeakable sorrow tenfold more profound* 
—Edvard Grieg, in a letter to Mrs, Edward MacDowelL 


Concerto for Piano and Orchestra in D minor, No. 2, Op. 23 

I. Larghctto calmato; Poco pih mosso e am passion?. 1L Presto giocoso. 

III. Largo; Molto allegro* 

In 1884, while in London, MacDowell and his wife went to net I Icnry Irving 
and Ellen Terry at the Lyceum Theater in their famous production of Shake¬ 
speare’s Much Ado about Nothing . MacDowell was so stirred that he came 
away determined to write a symphonic poem afemt Beatrice and Benedict. 
However, though he set promptly to work on it, he never carried out hk plan* 
Instead, he incorporated some of the material in the second movement of his 
D minor Concerto. 

This new work was composed in Germany during 1884 and 1881 and per* 
formed for the first time in (Whickering Hall, New York, on Mar. 5, 1889, 
Theodore Thomas conducted. MacDowell himself was the soloist. 

The first movement is marked Larghctto calmato, 1) minor, 6/8* Poeo pii 
mosso e con passione, D minor and D major, 6/8 and 4/4. The suavely 
nostalgic chief theme returns in the introductory passage to the last movement, 
which is marked Largo, D minor, 3/4. Hie middle movement is a brisk rondo 
on three themes, marked Presto giocoso, B Hat major, 2/4. The main section 
of the finale (Molto allegro, D major, 3/4) is built on three contrasting themes* 

Elie Seigmeister writes: i 

MacDowell was important not only for the quality of the mmjwtriom he pro- j 
duced, but in a broader sense because he was the first ui show that, given the 
background and opportunity, an American could write settom um%u ot donnaum 
in the larger forms—this, in spite of the fact that he tumwlt dr tested chauvinism I 
in any form, and did not want to be recognized simply Iwvamr hr was ait American. 

Much of his music was more popular twenty years; ago titan it h today, Hut, 
whether a large proportion of his compositions survives or not, he gave confidence 
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and a certain standing to his successors. In a more tangible way, his country home— 
now the MacDowell Colony—provided a summer haven for composers in none too 
affluent circumstances. 


L. B. 


Suite No. 2 in E minor ("Indian”), Op. 48 

I. Legend. II. Love Song. III. In War Time. IV. Dirge. V. Village Festival. 

Composed between 1891 and 1892, this Suite made its public bow at a concert 
of the Boston Symphony Orchestra in the Metropolitan Opera House, New 
York, on Jan. 23, 1896. Becoming interested in the music of the American 
Indian, MacDowell asked Henry F. Gilbert, a pupil of his, to spend some time 
on research and to return with his findings. Gilbert, aiming to please, seems to 
have restricted his investigations to one particular book, Theodore Baker’s 
Die Uusi\ der Nordameri\anischen Wilden, which he brought back triumph- 
antly to the composer. 

According to Gilbert, MacDowell gazed on the volume and remarked, “I 
knew of this book, but had forgotten about it.” And Gilbert further attests that 
from this collection the main themes of the Indian Suite are taken; that 

although all have been changed, more or less, the changes have been in the 
direction of musical beauty, and enough of the original tune has been retained 
to leave no doubt as to its barbaric flavor.” 

The thematic pieces utilized in the Suite consist of (1) an Iroquois and a 
Chippewa theme; (2) an Iowa love song; (3) a song found among tribes of 
the Atlantic coast, combining features common to the Dakotans and also cer¬ 
tain aspects of the Iroquois scalp dance; (4) Kiowa, which is a woman’s 
mourning song; and (5) a women’s dance and a war song, both of Iroquois 
origin. 

The Indian Suite is scored for piccolo, two flutes, two oboes, two clarinets, 
two bassoons, four horns, two trumpets, three trombones, bass tuba, three 
kettledrums, bass drum, cymbals, and strings. Its separate movements and their 
description follow: 

I. “Legend.” (Not fast; with much dignity and character, E minor, 2/2.) 
Allegedly inspired by Thomas Bailey Aldrich’s Indian legend Miantowona, 
this section must not be construed as a tonal parallel of the poem, but rather as 
an expression of its character in musical terms. 

II. Love Song.” (Not fast; tenderly, A major, 6/8.) The wood winds 
announce the principal theme at once. This is developed in a pattern involving 
two subsidiary phrases, one of which appears as a response in the strings and 
the other as a tune of more definite character. 

III. In War Time.” (With rough vigor, almost savagely, D minor, 2/4.) 
Two flutes in unison, unaccompanied, give out the main theme, whereupon a 
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subsidiary theme comes answering back through two clarinets, also in unison, 
also unaccompanied. There is an elaborate working out of this material in a 
sort of rondo scheme. A feature of the section's latter portion is the frequent 
change of rhythm, which alternates between 2/4 and 6/8. 

IV. “Dirge." (Dirgelike, mournfully, in G minor, 4/4.) Unison violins, 
muted, supply the chief subject. They are soon joined by the violas, and these 
strings perform their assignment against an iterated tonic G in the piccolo and 
two muted horns, one of which is on the stage and the other in the wings—at 
least, that is the specified arrangement. “The intimate relation between this 
theme and that of the first movement is not to be overlooked. It is answered 
by the horn behind the scenes over full harmony in the lower strings, the 
passage closing with a quaint concluding phrase of the oboe." 

V. “Village Festival." (Swift and. light, in E major, 2/4.) The material is 
mostly derived from the first movement and the various themes are developed 
in a generally sprightly survey of dance rhythms. As in the first movement, 
MacDowell is concerned with the depiction of a mood, in this case a festal 
mood. “The composer has been at no pains to suggest any of the specific 
concomitants of Indian festivities.” 

Disconsolately, Gilbert reports that after the Suite's first performance critical 
opinion ranged from such pronunciamentos as “Indian, but not beautiful” to 
Beautiful, but not Indian,” the whole art—or science, if you will—of esthetic 
criticism flourishing fiercely between. MacDowell had nurtured high hopes 
concerning his music, and when they were not realized he is supposed to have 
said, “You can’t cram this Indian music down people’s throats; they don’t want 
it, and they won’t have it.” That, of course, was back in 1896. 


R. C. B. 





Gustav Mahler 

born: kalischt, bohemia, july 7, i860, died: Vienna, may 18, 1911. 

I must not spea\ as a musician to a musician if I am to give any idea 
of the incredible impression your symphony made on me: 1 can spea\ 
only as one human being to another . For 1 saw your soul, na\ed, 
star\ naked. It was revealed to me as a stretch of wild and secret 
country, with eerie chasms and abysses neighbored by sunlit, smiling 
meadows, haunts of idyllic repose. I felt it as an event of nature, 
which after scouring us with its terrors puts a rainbow in the s\y . 
... 7 believed in your symphony . I shared in the battling for illu¬ 
sion; I suffered the pangs of disillusionment; 1 saw the forces of evil 
and good wrestling with each other; 1 saw a man in torment strug¬ 
gling toward inward harmony; I divined a personality, a drama, 
and truthfulness, the most uncompromising truthfulness .— Arnold 
Schonberg, in a letter to Gustav Mahler, Dec. 12 , 1904 . 


Symphony in D major, No. 1 

I. Langsam, schleppend wie ein Naturlaut (Slowly, drawn out like a sound 
of nature). II. Kraftig bewegt, doch nicht zu schnell (Strongly agitated, 
but not too fast). III. Feierlich und gemessen, ohne zu schleppen (Solemn 
and measured, without dragging). IV. Sturmisch bewegt (Stormily 
agitated). 

As amply borne out in letters and biographical memoirs, Gustav Mahler was a 
sworn foe of “program notes.” There is the story of Mahler’s violent outburst 
at a supper party in Munich following a performance of his Second Symphony 
by the Hugo Wolf Society. Someone inadvertently broached the subject of 
program notes. Mahler jumped to his feet excitedly, according to Ludwig 
Schiedermair, who gives the episode in his biographical sketch. “Down with 
program books! They propagate false ideas!” he shouted. With his eyes flashing 
fiercely, the effect on the party, says Schiedermair, was like lightning on a sunny 
landscape. 

The audience should be left to its own thoughts about the work that is being 
played, Mahler went on. “It should not be forced to read during the perform¬ 
ance. It should not be prejudiced in any manner.” Growing calmer, Mahler 
explained that the composer’s goal was reached only if, through the sheer power 
of the music, the listeners somehow grasped the sensations that had coursed 
through his mind. Given this meeting of minds between artist and audience, 
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“the speech of tones approached that of language,” he maintained, though music 
was “far more capable of expression and illumination” than words. He then 
lifted his glass, gulped down its contents, and rounded off his tirade with the 
words, “Damn all programs!” 

Mahler subsequently pointed out that in early performances of his symphonies 
program notes had tended to take people’s minds off the music itself. Well- 
meant guides to the narrative or poetic content often misrepresented his aims, 
and he felt that verbal resumes risked narrowing the esthetic and emotional 
scope of the music in the listener’s mind. He once stated that if language could 
tell the whole story, there was no need to write music. 

Mahler had reason to complain, for titles and programs had plagued him from 
the start. For example, the First Symphony underwent constant rechristening. 
In Budapest, where he first conducted the work on Nov. 20, 1889, it was hilled as 
a “Symphonic Poem in Two Parts.” When first played at W eimar on June 3, 
1894, it was programmed as the “Titan Symphony,” after a novel by Jean Paul 
Richter. The first section now carried the words, “From the Days of Youth,” 
and the label “Commedia umana” was affixed to the second. That was only the 
beginning. Each of the movements was pictorially analyzed. For the first the 
description ran: “Spring and no end. The introduction represents the awakening 
of nature in the early morning.” The second movement, an Andante nmitmd 
after the Weimar rendering, was termed “Mosaic, or A Chapter of Flowers.” 
The “meaning” of the third or scherzo movement was presumably conveyed 
in the words, “Under Full Sail.” The then fourth and fifth movements, com¬ 
prising the “Commedia umana” division, were elaborately set forth as follows: 

The hunter’s funeral procession; a dead march in the manner of Callot [Jacques 
Callot, a French engraver of the seventeenth century]. The composer found the 
external source of inspiration in the burlesque picture of the hunter’s funeral pro¬ 
cession in an old book of fairy tales known to all children in South Germany. The 
animals of the forest escort the dead forester s coffin to the grave. Hares carry flags; 
a band of gypsy musicians, accompanied by cats, frogs, crows, all making music, 
and deer, foxes, and other four-footed and feathered creatures of the woods, leads 
the procession in farcical postures. 

_ This movement, expressing moods now ironically merry, now gloomily medita¬ 
tive, is followed immediately by [the fifth] “Dali’ Inferno al Paradiso” (allegro 
furioso), the abrupt outburst of doubt from a deeply wounded heart. 

The result was contrary to expectation. If Mahler and his annotator hoped to 
sharpen interest in the music through an alluring table of contents, they failed. 
The usual misunderstanding resulted, and protests were heard that some of the 
episodes did not come off as scheduled in the program. Mahler omitted the 
descriptive aids when he finally published the work three years later. However, 
because of the controversy stirred up after the Weimar performance, he felt 
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called upon to clarify his intentions. Centering his analysis in the words wie ein 
Naturlaut (“like a sound of nature”), which occur in the title of the first 
movement, he wrote to an inquiring music critic: 

That nature embraces everything that is at once awesome, magnificent, and 
lovable, nobody seems to grasp. It seems so strange to me that most people, when 
they mention the word Nature in connection with art, imply only flowers, birds, 
the fragrance of the woods, etc. No one seems to think of the mighty underlying 
mystery, the god Dionysos, the great Pan; and just that mystery is the burden of 
my phrase wie ein Naturlaut. That, if anything, is my “program,” or the secret of 
my composition. My music is always the voice of Nature sounding in tone, an idea 
in reality synonymous with the concept so apdy described by Billow as “the 
symphonic problem.” The validity of any other sort of “program” I do not recog¬ 
nize, at any rate, not for my work. If I have now and then affixed tides to some 
movements of my symphonies, I intended them only to assist the listener along 
some general path of fruitful reaction. But if the clarity of the impression I desire 
to create seems impossible of attainment without the aid of an actual text, I do not 
hesitate to use the human voice in my symphonies, for music and poetry together 
are a combination capable of realizing the most mystic conception. Through them 
the world, Nature as a whole, is released from its profound silence and opens its 
lips in song. 

Adolf Weissmann once put the whole problem of Mahler's esthetics in a 
nutshell when he described it as “program music without a program.” 

Despite Mahler’s injunction against reading “programs” into his music, 
disciples and associates have been at great pains to interpret his music along 
mystical and philosophical lines. The first four symphonies have been commonly 
regarded as a unit in the sense that they complete an emotional and intellectual 
cycle in Mahler’s outlook. To Bruno Walter they reflect “an important part of 
the history of Mahler’s soul.” The First is the prelude, “a tempest of emotions,” 
Mahler’s “Werther,” representing an escape from a “heart-rending experience,” 
according to Mr. Walter. In the Second, Mahler “asks the reason for the tragedy 
of human existence and is sure its justification is to be found in immortality.” 
In the Third, Mahler looks out upon nature and concludes that “Almighty love 
forms all things and preserves all things.” In the Fourth, Mahler “assures himself 
and us of a sheltered security in the sublimely serene dream of a heavenly life.” 
Gabriel Engel speaks of the four symphonies as a tetralogical cosmos, the First 
depicting the “hero” in search of faith, the Second outlining Death and Resur¬ 
rection, the Third chanting the glories of “universal love and the wonders of 
nature,” the Fourth picturing the “joys of heavenly existence.” Mahler’s closest 
associates have generally agreed that the Fifth, Sixth, and Seventh Symphonies 
are “purely musical,” ie., without philosophical or religious content, and that 
Das Lied von der Erde and the Tenth Symphony are Mahler’s “farewells to 
life,” supposedly foreshadowing his death. 
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The introductory part o£ the first movement (D major, 4/4) has long been 
regarded as a tone picture o£ nature stirring slowly to life at dawn. The strings 
sound a long-held A against descending fourths in oboe and bassoon, with 
clarinets and trumpets chiming in at a distance. A clarinet chants a cuckoo call, 
then the basses, in an ascending passage, lead into the main section. 

In hushed tones cellos and double basses give out the main theme, deriving 
from Mahler’s song cycle Lieder eines fahrender Gesellen . Listeners may detect 
a resemblance between part of this theme and a passage in Franz Lehar’s The 
Merry Widow . In similarly soft mood, the horns announce another subject, 
promptly taken up by the cellos. After full development, the movement ends 
briskly. 

A Landler-like tune, suggesting Schubert and Bruckner, ushered in by the 
wood winds after a short passage for strings, is the chief feature of the scherzo 
second movement (A major, 3/4), with the trio subject (F major, 3/4) allotted 
to the violins, which unfold it pianissimo. 

The macabre fantasy and ironic burlesque so strong in Mahler’s early work 
reveal through the third movement (D minor, 4/4), where the old French canon 
“Frere Jacques” is rendered with somber satire in the minor mode. Against the 
G major second subject, sung soothingly by the violins, the parodied “Frere 
Jacques” returns in solemn mockery. It was this “Funeral March in the manner 
of Callot,” as billed at Weimar in 1894, that whipped up sharp feeling against 
Mahler’s alleged “triviality and accumulation of extravagances” and that so 
keenly interested a young aspirant named Bruno Walter. “I admired the daring 
author of so strange a Funeral March and felt a burning desire to know this 
extravagant man and his extravagant work,” the conductor relates in his mono¬ 
graph on Mahler. 

The turbulent finale (F minor, 2/2) draws on the first movement for themes. 
Here the “raging vehemence” of Mahler’s nature breaks forth, according to 
Mr. Walter. The seven horns heard over the heaving orchestra toward the close 
have been likened to a “chorale of salvation from paradise after the waves of 
hell.” Mr. Walter views that exultant outcry as a “triumphant victory over life.” 

In a letter written to Mr. Walter late in December, 1909, shortly after leading 
the Philharmonic in a New York premiere of the First Symphony, Mahler 
admitted being “quite satisfied with this youthful sketch.” What is psycholog¬ 
ically interesting is the way Mahler felt while conducting this early score: 

“A burning and painful sensation is crystallized. What a world this is that 
casts up such reflections of sounds and figures! Things like the Funeral March 
and the bursting of the storm which follows it seem to me a flaming indictment 
of the Creator. . . 
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Symphony in C minor, No. 2, for Orchestra, Soprano and 
Alto Solos, and Mixed Chorus 


I. Allegro maestoso. Mit durchaus ernstem und feierlichem Ausdruck 
(With serious and solemn expression throughout). II. Andante moderate. 
Sehr gemachlich (Very leisurely). III. In ruhig fliessender Bewegung (In 
quietly flowing movement). IV. “Urlicht” (Primal Light)—Contralto 
solo. Sehr feierlich, aber schlicht; Choralmassig (Very solemn, but simple; 
like a chorale). V. Finale (Chorus. Soprano and contralto solos). 

Mahler s Second Symphony dates from the period when he conducted opera at 
Hamburg. The engagement began in 1891 and lasted till 1897, the year he 
became conductor, later, general director, of the Imperial Opera in Vienna. In 
Hamburg he soon found a close friend in Hans von Bulow, then directing the 
Hamburg Symphony concerts. Mahler attended the Bulow series regularly and 
Bulow the Mahler performances at the opera. Mutual admiration was freely 
expressed. So highly did Biilow regard Mahler’s vitalizing presence at the opera 
that he spoke of him as the “Pygmalion of the Hamburg Opera.” Yet, he was 
far from enthusiastic over Mahler’s own music. “When I played my ‘Totenfeier’ 
[(Death celebration) the first movement of the Second Symphony] for him,” 
Mahler once wrote, “he fell into a state of extreme nervous terror, carrying on 
like a lunatic, and exclaimed, 'Beside your music Tristan sounds as simple as a 
Haydn symphony! Indeed, I’m beginning to believe it myself; my symphonies 
are either maudlin ravings or . . . well, choose your own alternative.” 

In 1893, when Billow’s declining health obliged him to give up the concert 
series and seek a warmer climate, Mahler succeeded him. Beginning that year, 
Mahler spent four summer vacations at Steinbach on the lovely Austrian lake, 
the Attersee. Free from the cares, annoyances, and intrigues of the Hamburg 
opera and concert world, which he loathed, he set to work on his Second 
Symphony. However, Paul Stefan is authority for the statement that early 
sketches were made during Mahler’s Leipzig period (18864888). Apparently all 
but the choral finale were completed during that first summer in his country 
retreat. The last movement troubled him. Mahler wanted it to convey the idea 
of Resunection as a fitting conclusion to the life-and-death scheme and awaited 
the stimulus that would set off his train of musical thought. It came unexpectedly 
with the death of Biilow in Cairo, Egypt, in February, 1894. When his friend’s 
body arrived in Hamburg for burial, Mahler was among the mourners. As part 
of the funeral services the church choir sang the “Resurrection” (“Aufsteh’n”) 
ode of the German poet Klopstock. Mahler’s problem was solved. These were 
the very words for the Finale of his Second Symphony! He wrote: 
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When I conceive a great musical picture, I always arrive at the point where I 
must employ the “word” as the bearer of my musical idea. * . * My experience 
with the last movement of my Second Symphony is such that I literally ransacked 
the literature of the world up to the Bible to find the releasing l ) word,” 

Deeply significant of the nature of artistic creation is the manner in \\huh I received 
the prompting to it. I had had for a long time the thought of using the chorus in 
the last movement, and only the fear that this might be consult red an imitation of 
Beethoven made me hesitate. 

About this time Billow died, and I attended his funeral in Hamburg. The mood 
in which I sat and thought of the dead man was exactly in the spirit of the work 
that I was carrying about in my mind. 1 hen the chorus intoned Klupstock s ode 
“Resurrection.” This struck me like a flash of lightning. Everything was revealed 
clear and plain to my soul. The creative artist was waiting lor this flash. What I 
then experienced I had to create in tones. And yet, if I had not had this work 
already in me, how could I have had this experience? 

Richard Strauss, who early took up the Mahler cause, conducted a partial 
premiere of the work on Mar. 4, 1895, at a Berlin Philharmonic concert, Only 
the first three movements, the strictly instrumental ones, were played. Of these 
the second and third were stormily received, Mahler being called out five times 
after the scherzo. Yet the Berlin reviewers unanimously attacked the symphony, 
wilfully misrepresenting the premiere as a fiasco. As tor Richard Strauss* there 
were those among the anti-Mahlerites who insisted that Mahler, despite his 
colleague’s ready championship, looked upon him as a rival in symphonic 
composition. Curiously, Mahler even wrote a letter to one of the reviewers 
refuting the charge. He stated: 

I shall never cease to be grateful to Strauss, who has so magnanimously given the 
impetus to public hearings of my works. Nobody should say that I regard myself as 
his rival, although I’m sorry to say the stupid implication has often (wit mack 
Aside from the fact that my music would be looked upon m ;t snomfrmky had M 
the orchestral achievements of Strauss paved the way tor it, t regard it as my 
greatest joy to have met with a companion fighter and creative artist of his caliber 
among my contemporaries. 

Mahler himself conducted all five movements of the symphony in Berlin 
with the Philharmonic orchestra, on Dec. D. The critics, still in high dudgeon, 
stayed away from the first three movements this time and dtupped in only for 
the unfamiliar remaining two, according to Ernst Otto Nodnagcl, who de¬ 
scribed their behavior as ‘Indecent.” One of the reviewer*! fumed over what tie 
termed “the cynical impudence of this brutal and very latent ntmie maker.” 
On the other hand, the audience again acclaimed the Symphony wildly, and 
great enthusiasm was expressed by Arthur Ntkivh ;md IMt* Wrmgarrner, 
who were present During rehearsals Mahler had found everybody highly 
cooperative. Three days before the performance, in a letter t« Amu Balm 
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^nburg, a singer at the Hamburg Stadttheater, he referred excitedly to the 
Spirit of his coworkers. “They far exceeded all my expectations,” he 
^*ked. “Enthusiastic and engrossed, by themselves they found the right 
^ssion for everything. If only you had heard it! It was grand and powerful!” 
filer’s Second Symphony was first performed in America by the Symphony 
Hy of New York on Dec. 8, 1908, under the composer’s direction. The 
^rmonic Society added it to its repertory on Mar. 28, 1925, when Willem 
Heiberg conducted, and Marie Sundelius and Mme. Charles Cahier were 
^loists. 

Writing to Max Marschalk, who had made an “analysis” of the Second 
Phony, Mahler himself avowed the link with the First Symphony: 

x ^ve called the first movement “Celebration of the Dead” (“Totenfeier”), and 
^ wish to know, it is the Hero of my First Symphony whom I bear to the grave, 
^diately arise the great questions: Why have you lived? Why have you suffered? 

all been only a huge, frightful joke? We must all somehow answer these 
-*ons, if we are to continue living, yes, even if we are only to continue dying. 
e Ver hears this call must give a reply. And this reply I give in my last 
; **ient. 

Le second and third movements he described as “interludes.” The second 
orted to be a memory, “a sunbeam, pure and cloudless,” from the life of 
Hero, the sort of recollection coming upon one on returning from a burial, 
£ a distant hour of happiness resting, like unobscured sunlight, in the soul.” 
*•> awaking from the nostalgic spell, “to return anew to this confused 
it often happens, Mahler suggested, that this “endlessly troubled, inex- 
Dle, and resdess turmoil of life suddenly strikes us as frightful.” Life then 
ibles the surge of dancing figures in a brighdy illuminated hall, into which 
peer out of the dark night—“from such far-off detachment that you no 
-r hear the music.” Life becomes “senseless to you, a gruesome specter, 
h. you perchance flee with a cry of disgust.” That is how Mahler viewed 
lird movement, considered by Bruno Walter the best of Mahler’s scherzos, 
its flashes of buffoonery playing on the sinister flow of fantasy. “It was 
” Mr. Walter says, “out of a mood of sorrow and grew into a masterpiece 
enphonic music.” 

dually, the movement is a free fantasy on one of Mahler’s songs “St. An- 
r of Padua’s Sermon to the Fishes” (“Des Antonius von Padua Fisch- 
gt”) from Mahler’s favorite German folk-song collection Arnim and 
ano’s Des Knaben Wunderhorn. The text of the fourth movement 
edit” (“Primal Light”) also is derived from the anthology. The latter—a 
for alto and small orchestra expressing man’s trust “that the dear Lord 
vouchsafe him a little light to show the way into the blessed life beyond” 
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_is generally regarded as one of Mahler’s supreme inspirations in its delicate 

weaving of a visionary mood. 

The words of the Finale, which Mahler conceived as a colossal musical 
fresco of the Day of Judgment,” are from Klopstock’s ode and the composer’s 
own pen. In the analysis of Paul Stefan, one of Mahler’s best biographers and 
interpreters, 

the verses are a summons to faith; nothing is in vain; loving, struggling, suffering 
are not in vain; on pinions gained through life’s feverish struggle the soul will soar 
to the Light that no eye has ever beheld. In a long preluding to this movement, 
brass instruments sound the Great Summons. A bird s trilling, falling gradually into 
silence, is heard before the chorus begins its solemn intonations. 

The Symphony ends with the pealing of organ and bells “amid the jubilation 
of the orchestra.” L< B> 

Symphony in G major. No. 4 (with Soprano Solo) 

L Bedachtig (Deliberately). II. In gemachlicher Bewegung; Ohne Hast 
(In easy motion; without haste). III. Ruhevoll (Peacefully). IV. Sehr 
behaglich (Very leisurely). Soprano solo. 

Mahler began work on his Fourth Symphony at Ausee during the summer of 
1899, completing it the following summer at the same place. He found little 
time for composition during the remainder of the year. In 1897 he had been 
invited to replace Wilhelm Jahns as first conductor of the Vienna Opera and 
was soon appointed music director. During the opera season he worked un¬ 
sparingly. He instituted reforms in staging works by Mozart, Gluck, and 
Wagner. He fought tirelessly for fresh mises en scene and equipment. He 
sought absolute perfection of ensemble. In short, he gave his beloved Vienna 
probably its most brilliant decade (1897-1907) of operatic performance. Besides 
that, he conducted the Philharmonic concerts from 1898 to 1901 and the Gesell- 
schaft concerts from 1898 to 1900. His whole-souled devotion to art made him 
staunch friends and coworkers among the opera’s personnel, despite his insist¬ 
ence on grueling, unremitting rehearsal and revision. Naturally his autocratic 
rule brought him some enemies, too, and the press was not always unanimous 
in hailing his operatic innovations. 

Necessarily, Mahler was a “holiday” composer, as he once styled himself in 
a letter to Max Marschalk. Chained to the theater most of the year, he apolo¬ 
gized for not composing as much music as the “concert matadors of today.” 
Yet, considering the difficulties, the Mahler output is staggering in extent. 
During those brief holiday periods between opera seasons he composed his 
Fourth, Fifth, Sixth, Seventh, and Eighth Symphonies, besides a sheaf of songs 
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with orchestral accompaniment. In a sense the creative work was both a relief 
and an escape from the terrific hardships of running an opera house and much 
of Vienna’s remaining musical life. And yet, Bruno Walter, who knew him 
intimately, found him invariably “brisk, inspired, and charged with energy.” 

Mahler himself conducted the Fourth Symphony at its premiere on a 
program of the Kaim Orchestra in Munich, in November, 1901. The reaction 
was largely hostile, the opposition even resorting to vicious and irrelevant jibes 
at the Viennese composer. Walter speaks of the work’s “ungracious reception,” 
and the critic of the Allgemeine Musi\ Zeitung elaborately noted that “amid 
the applause of a few hearers there was plainly audible the manifestation of 
disapproval of others.” At the Viennese premiere of the following year, opin¬ 
ions clashed so sharply that Mahlerites and anti-Mahlerites almost came to 
blows. The absence of a “program” giving descriptive clues to the symphony 
is said to have been pardy responsible for the work’s failure in both Munich 
and Vienna, though the song text of the last movement ought to be sufficient 
key—for those desiring one—to at least the mood of the work. Mahler had 
become a sworn foe of “programs.” In earlier performances of his works, pro¬ 
gram books had often carried detailed guides to the pictorial or poetic content 
of his symphonies. However, he finally saw that the practice made for mis¬ 
representation and took people’s minds off the music itself. So he disavowed 
descriptive analyses with the cry, “Damn programs, anyway!” He found verbal 
summaries restrictive and regarded his music as “pure,” however it might freely 
mirror spiritual and emotional states. 

In 1907, Mahler came to New York as conductor of the Metropolitan Opera 
House, making his first appearance at a performance of Tristan und Isolde 
on Jan. 1, 1908. His American debut as concert coi^ductor occurred on Nov. 29 
of that year, the orchestra being that of the Symphony Society. He also directed 
two Philharmonic concerts, on Mar. 31 and Apr. 6, 1909, and was promptly 
engaged as regular conductor of that orchestra, serving for almost two seasons. 
In the course of his second season, 1910-1911, a serious heart condition forced 
him to cancel the remaining concerts and return to Europe for rest and treat¬ 
ment. Knowing that he was doomed, after some weeks in Paris under the care 
of a heart specialist, he insisted on going on to Vienna, where he died in the 
spring of 1911. Later that year the Philharmonic Societv played, in his memory, 
the Funeral March from his Fifth Symphony. 

Mahler’s attitude toward “programs” may be gathered from a rather apolo¬ 
getic note in the program book of the Philharmonic Society of Jan. 17 and 20, 
1910, when the composer conducted his Fourth Symphony (with Bella Alten 
the soprano soloist), on an “All-modern Program” including Pfitzner’s Das 
Katchen von Heilbronn overture and Richard Strauss’s Ein Heldenleben . 
“In deference to Mr. Mahler’s wishes, there shall be no attempt at an analysis 
or description here of his symphony.” The New York premiere of the work 
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had taken place five years earlier, on Nov. 6, 1904, at a concert of the Symphony 
Society, directed by Walter Damrosch. 

Although each of Mahler’s ten symphonies (including Das Lied von der 
Erde) poses its own special problems of performance—the Eighth, for example, 
requires almost a thousand vocal and instrumental performers—the Fourth is 
relatively modest in scope. The scoring calls for four flutes, three oboes, three 
clarinets, three bassoons, four horns, three trumpets, percussion, one harp, and 
strings. Trombones and bass tuba are conspicuously absent, and the included 
trumpets are only moderately used. The number of horns is normal, compared 
with the six called for in the Second Symphony and the eight required for the 
Third. The instrumentation shows Mahler’s typical mastery of color and com¬ 
bination, though within a somewhat narrower frame than his other symphonies. 

A neoclassical label has been affixed to the symphony probably because of the 
suggestions of Mozart and Haydn embedded in the modern setting. Then, too, 
it is the only one of Mahler’s symphonies containing a movement—the Andante 
—built on a set of variations. The finale is a thematic link with the Third 
Symphony. Mahler had planned still another movement for the earlier work, 
to the latter part of which had originally been fastened a series of titles, 
“What the Flowers of the Field Tell Me,” “What the Animals of the Forest 
Tell Me,” “What Man Tells Me,” “What the Angels Tell Me.” The section 
that became the finale of the Fourth Symphony was to be called “What the 
Child Tells Me.” Thematically, the finale recalls the “angel” section of the 
previous symphony, and in general tone “follows its spiritual direction.” 

Mr. Walter once asked Mahler what lay behind the “profound quiet and 
clear beauty” of the andante. The composer explained that the movement had 
originated in a vision of a church sepulcher, in which recumbent stone images 
of the dead were shown “with their arms closed in eternal peace.” Thus, the 
setting of the naive verses from Des Knaben Wunderhorn, employed in the 
finale, would appear to serve as a key to the whole work—“the childlike peace 
symbolic of heavenly bliss.” 

In later life, Mahler was gloomily obsessed with the whys and wherefores of 
life and death, as volumes of reminiscences by friends abundantly attest. An 
abiding Weltschmerz was his, rooted in a conviction that horror gaped on all 
sides of life. The thought of death and disease haunted him, and he loved life 
the more eagerly and passionately. Affirmation, laughter, gaiety were mere 
makeshifts in his oudook; beyond bulked the terror of decay and mortality. 
His humanity was all-embracing, and many have construed the exultant finales 
of some of his symphonies as similar to the Seid umschlungen Millionen of 
Schiller and Beethoven. To some, the ten symphonies are rooted in these two 
impulses—an immense love of life in all its forms and a horror of death and 
obliteration. The symphonic cycle appears to alternate the double theme, a 
symphony strikes one as affirming life, and the next as evoking death. 
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In his music, at least, Mahler found comfort in two refuges, childhood and 
the outdoors. A childlike simplicity runs through his symphonies, notably the 
Fourth, sometimes contrasting violently with a grim vein of satanic irony and 
a strain of Olympian nobility. The traits recur again and again and even mani¬ 
fest themselves in Mahler’s literary preferences. All his life he worshipped 
Goethe. He read him religiously and sought solace in his preachments. (The 
Eighth Symphony is partly a setting of a scene from the second part of Faust 
and partly a setting of a medieval hymn.) Then, Mahler had early come upon 
Arnim and Brentano’s collection of German folk poetry Des Knaben Wunder- 
horn, which breathed a simple, naive, childlike quality that strongly appealed 
to him. It, too, dominated his thoughts. From it Mahler drew the words of 
some twenty-five of his songs, besides texts for three of his symphonies, includ¬ 
ing the Fourth. The engaging naivete of much of Mahler’s music owes some¬ 
thing to the spirit of the early nineteenth-century collection. One critic goes so 
far as to trace the melodic design of Mahler’s music to the quality of Des 
Knaben W under horn, while ascribing its contrapuntal and harmonic texture 
to Goethe’s mysticism. The Second, Third, and Fourth Symphonies not only 
drew upon Des Knaben Wunderhorn textually, but some of the themes 
employed in all three are almost identical with Mahler’s song settings of other 
poems from the collection. 

L.B. 

Symphony No. 5, in C sharp minor 

Part I. I. Trauermarsch (Funeral march). II. Sturmisch bewegt; mit 
grosser Vehemenz (Stormily agitated; with great vehemence). Part II. 

III. Scherzo: Kraftig, nicht zu schnell (Vigorously, not too fast). Part III. 

IV. Adagietto: Sehr langsam (Very slowly). V. Rondo Finale: Allegro 
commodo. 

Because of its unusual dimensions, Mahler’s Fifth Symphony was promptly 
called the “Giant Symphony” when the composer conducted the world pre¬ 
miere at a Gurzenich Concert in Cologne on Oct. 18, 1904. “ ‘Giant’ at the 
time,” Pitts Sanborn once remarked, “but Mahler had not yet written his Eighth 
Symphony.” The spectacular proportions of the Eighth in turn earned it the 
title of “Symphony of the Thousand.” 

Why the term “Giant” was applied to the Fifth may be gathered from the 
enormous assortment of instruments called for in the scoring. Included are four 
flutes (the third and fourth interchangeable with piccolos), three oboes, three 
clarinets (the third interchangeable with bass clarinet), two bassoons, one 
double-bassoon, six horns (in the third movement a horn obbligato), four 
trumpets, three trombones, one bass tuba, kettledrums, snare drum, bass drum, 
cymbals, triangle, glockenspiel, gong, harp, and strings. 
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The scoring would perhaps have been even mere humidabic had it not b« n 
for a convincing outburst of tears oil the part of M-»hVt s w.h- Alma. She tells 
in a book about Mahler: 

Early in the year there had ken a reading tchearo! unit die EhHharmuiuc, to 
which I listened unseen from the gallery. I ha*! heard ,a.h dvmr ut my | iead 
while copying the score, but now l could not hear them ai ah* Mahler had over- 
scored the percussion instruments and kettledrums so ntadls an*! pnse.tewiy that 
little beyond the rhythm was recogni/.abic. I burned home mhhm; aloud. ft 
followed. For a long time I refused to sjreak. At last l sud knvmi my ><•!•%: “You’ve 
written it for percussion and nothing else!” He laughed ami thru pt.MtHed the 
score. He crossed out all the kettledrums in red ih.dk an*! bad the percussion 
instruments too. He had felt the same tiling humeh, hut mv pavnnnaie prutot 
turned the scale. 

It is significant to note that Mahler went on revising dm using sere till the 
end of his life. Having finished the first version m »he Minima ,,t l’«C ,« hi* 
villa in Maiernigg on the Woerthersee, it was nos nil I'd! that Sir was able 
to write: “The Fifth is finished. I have been <*>mmlird u mm Ssotiate it 
completely. I cannot understand how at that tune »l »>,') 1 <*-u!d have written 
so much like a beginner. Clearly the routine I had a«,ju;ic ! :u bn- fir-a four 
symphonies deserted me altogether, as if a totally new nirv,>>// demanded a 
new technique.” 

After the premiere in Cologne, a critic fruit Mum. h mp- or I that the first 
movement was followed by “a breathless silane win* h pi *<vrd uu.ic filer lively 
than tremendous applause th.tt the public w is •ma.i:. C do- ptrwtt.r uf 
genius.” Actually, there was hardly any applause n> -.pi A, >.t aUa the lengthy 
performance, and a few anti Mahlnitrs iHirvrd dim h.iuv.rd tndutgs by 
hissing. Mahler’s injunction against program n**tr*. was s, mpuSaids observed 
at that performance and the print matnrs win* h toll-.wed m Ihe-aim and 
Berlin. No analysis was ofTeretl and no due given n* am lusuhu* * a dramatic 
content. Mahler’s principle was that the music should speak tu eh; that, I 
words could tell the story, why bother to ware the smiu,, ’’1 Cum all program 
books!” he once exclaimed at a supftrr party. 

Still, there was no deterring the progum mimh-d Mdt'.a cn. McatSv after 
the premiere of the Fifth Symphony an mtirpt I drv*.?r h n< a < Eo * Sodiu^rl 
of Darmstadt, filled twenty three pages >•! the l hr \U< t': with l 

musico-metaphysical analysis of the score, A tpum-n in *!:.e sj, t |lrr wm 
used as a motto to the learned dis*jtmitsun, Lea il-r n 1- w *« irpsmtal and 
sold as a pamphlet for thirty pfennigs. 

Herr Nodnagel must have shadowed Mahler in I .mump ! .nation, for he 
once earned a dubiously complimentary rein os- r o. humd' :.s .» burr of 
Mahler’s to his wile: “I gave a look umuiid duun,; do- in v ohra-M vriwtulijF 
and caught sight of someone standing at dir lu> h Ulr .> wu d.ippn, it iw 
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Herr Nodnagel! At first I was enraged, and then touched. But what an ec¬ 
centric!” Obviously the worthy analyst was merely gathering first-hand material 
for his twenty-three page epic. 

Nor did Mahler s blast at program notes hinder Herr NodnagePs American 
colleagues from venturing dramatic excursions of their own. The first Ameri¬ 
can performance of the Fifth Symphony occurred in Cincinnati at a concert of 
the Cincinnati Symphony Orchestra on Mar. 25, 1905. To the gracious lady 
annotator of that orchestra we owe the following sermon on moral uplift 
drawn from the music: 

Without constructing a program for the work it may be regarded as (1) the 
plaint of one who has not realized his aspirations, and (2) in his disillusionment 
stands at the verge of desperation. (3) The harmless play and life of nature reconcile 
him to his lot, and (4) he returns to his life work, which he resumes (5), with 
willingness, insight, and renewed strength, finally reaching heights before unattain¬ 
able. Further than this, it would be useless to attempt to catalogue its meanings. 

To which Philip Hale blandly rejoined: “We do not know whether this 
argument is original with Miss Roedter, or whether she borrowed it from some 
deep German thinker.” Still, the urbane sage of Boston could not resist a poetic 
flight of his own in a subsequent review of the Fifth: “This symphony is like 
unto the great image that stood before Nebuchadnezzar in a vision. . . .” 
Hale, incidentally, was among the first to notice a resemblance between a 
passage in the Rondo Finale and the sublime theme in D major of the Adagio 
movement of Beethoven’s Ninth Symphony. In the Adagietto he also glimpsed 
the ghost of Wagner hovering about. Though a Mahler sceptic in some re¬ 
spects, he admitted that everything this tragic genius had written bore the 
stamp of a rich imagination and a “vital, passionate, well-nigh fanatical 
enthusiasm that always kindles my sympathy.” 

The arrangement of the movements of the C sharp minor Symphony is 
without precedent or subsequent parallel. Under Part I are grouped the first 
two movements, comprising a funeral march, in C sharp minor, 2/2, and a 
movement in A minor, 4/4, marked “with stormy emotion; with the utmost 
vehemence.” The vigorous third movement, or Scherzp(D major, 3/4) con¬ 
stitutes Part II. The celebrated Adagietto (F major, 4/4) is the first of the two 
sections making up Part III, the other and final movement being a Rondo 
(Allegro commodo) in D major, 2/2. The delicate and tranquilly tender 
-Adagietto once prompted the Viennese playwright Hermann Bahr to remark 
to Mahler that it reflected a serene cheerfulness which, paradoxically, contained 
within itself all the world’s sorrow. The movement is marked Sehr langsam 
(very slowly) and is scored for strings and harp, with the first violins announc¬ 
ing the haunting melody in F major, and a middle section, of contrasting 
mood, appearing later in G flat major. Also notable is the new contrapuntal 
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grasp revealed in the massive triple fugue of the Rondo Finale. Both Gabriel 
Engel and Bruno Walter are agreed that the Fifth represents a high point of 
Mahler’s achievement as symphonist. “In the Fifth,” Mr. Walter wrote, “the 
world has now a masterpiece which shows its creator at the summit of his life, 
of his power, and of his ability.” For Mr. Engel, Mahler’s Fifth marked a 
significant stage in the composer’s development much as the Fifth Symphony 
had in the case of Beethoven and Bruckner. 

Among Mahler specialists who have bracketed the Fifth, Sixth, and Seventh 
Symphonies in a kind of unified “trilogy” are Richard Specht and Hans 
Tischler. Specht felt that a new symphonic style, partly traceable to Mahler’s 
profounder study of Bach, was initiated here; that a strikingly new polyphony 
and polyrhythmic style had developed out of the earlier “orchestrophony.” 
More dramatically, Dr. Tischler was convinced that the three symphonies 
“abandon the idea of the next world” and place the action in this world only, 
“with its grim reality.” What he termed the “dramatic action” of the Fifth 
would accordingly be broken down as follows: 

Mourning and pain (first movement). Fighting and wounds (second movement). 
Irony and shadowy insecurity, coupled with a forced gaiety (third movement); 
relieved by the Interlude (fourth movement). The fifth movement concludes the 
work more cheerfully, describing daily work and haste, still the best phases of 
ordinary human existence. 

At this point it may be instructive to read Mr. Walter’s statement about the 
variously assumed “program” content of Mahler’s Fifth Symphony. The 
devoted friend and associate of the composer wrote: 

Nothing in any of my conversations with Mahler and not a single note point to 
the influence of extramusical thoughts or emotions upon the composition of the 
Fifth. It is music—passionate, wild, pathetic, buoyant, solemn, tender, full of all 
the sentiments of which the human heart is capable—but still “only” music, and 
no metaphysical questioning, not even from very far off, interferes with its purely 
musical course. 

One wonders if, after all, Mahler did hot deserve our sympathy when he 
cried out in all seriousness, “Pereant die Programmer 

La B* 

Symphony No. 9 

I. Andante commodo. II. Im Tempo eines gemachlichen Landlers. III. 

Rondo Burleske. IV. Adagio. 

This work was composed during the summer of 1909. It was given its first 
performance at Vienna in June, 1912, under the direction of Bruno Walter, 
thirteen months after the composer’s death. The scoring, economical in Mahler’s 
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case, calls for wood winds in threes (with the exception of: four flutes), four 
horns, three trumpets, three trombones, tuba, two kettledrums, triangle, glock¬ 
enspiel, and strings. There are four movements to the composition, none of 
which is in Muuta form, although in each of the preceding eight symphonies 

Mahler had adhered pretty closely to that form, for all the structural experi¬ 
mentation involved. 

In the first movement of the Ninth he presents the “duality of themes” 
basically found in sonata form. However, after the statement of the themes, 
he subjects them to a development that is improvisatory and rather free. The 

first theme, in D major, may he found in the sixth measure of the piece, and 
it has been descritcd as calm* resigned, and dreamlike. The second does not 
appear until some twenty measures later, in D minor. This is “intense with 

passion.* 

The second movement, “an enormously expanded Landler * is grotesque 
“with more than a suggestion of bitterness typical of Mahler * The old Austrian 
country dance form is first h% simple and rather gay self; then it is “dislocated 
and forced to serve Mahler's expressive intentions ” 

In the third movement, Mahler employs another dance form, putting it 
through a fiery and energetic treatment. Of almost any other composer than 
Mahler it might be said that there is here an exhibitionistic display of contra¬ 
puntal skill 

The fourth movement is in two sections, each separately used. The harmony 
in the initial section is full, and the parts, forth inner and outer, cross over and 
become related in a remarkably smooth fashion. In the second section of the 
movement there is a gradual rise in the development to heights of intensity. 
Then comes as gradual a decline tit the general sonority until, with instru¬ 
ments successively chopping out, the cellos arc alone in a pianissimo passage 
which fades away into silence, A coda is based on material advanced earlier in 
the movement, and the musk “reaches the most profound and hcajrt searching 
degree of pugiiancr,” 

Henry Hoys has this to say of Mahler and his weak; 

If the Ninth .Symphony is not *\ iasste.il” neither can it tie understood by com¬ 
paring it with any pnstdavacal symphony; in some ways k reaches further, or at 
least in different dmo irons. Between the dawkal unuftoser*! and Mahler the sym¬ 
phony had really fmotnr a hum of seomdary uu|toruu<r; music drama and the 
symphonic poem were the dud nmrfrrnfh century forms; pure drama had given 
place to rpre. Nevertheless, rpre provides ample mojte lor dramatic m well as for 
lyric episode* It is heir that we come up against the problem of program musk, the 
most titifoffattf problem of nineteenth irntury music, and to know how Mahler 
tackled if is essential Uh the prof ter understanding of hit musk* “All musk trine 
Beethoven,” sard Maliln, Hias hern program musk,” 

It* O* A* 












416 


THE CONCERT COMPANR >N' 


"Das Lied von der Erde” ("The Song of the Earth”) 

I. “Das Trinklied vom Jammer der Fad/’ <" IV Ihmhmg Song of 
Earthly Woe”) (Tenor), II. “Der Fittvtftte tm Ih'ihst" I’The bmely Ooe 
in Autumn”) (Contralto), IIL ‘‘Win tier lw.;r?td , 'cn \ meh* 1 t Tenor), 
IV. Won der Sehbnheir (“Of Beauty”I (lontulud. V, "her Trunks* 
im Fruhling” (“The Drunken One tit Npungimir” I t tVmu h VL *% t 
Abschied” (“The Farewell”) (ContraltoL 

The composer called this cycle of six songs a "swnphonv Un faun' and nlto 
(or baritone) soli and orchestra,” Hr wrote t? in the ^ihimn of 1' 4H 4 lint died 
before he could hear its first performance* which was gwnt m Munich, or 
N ov. 10, 1911, under the direction of his dwuple, tneud, and biographer 
Bruno Walter. 

The work was introduced to this country by Do*pdd SuTmwA d at a concert 
of the Philadelphia Orchestra in Philadelphia, m\ 1 Fw, l v Wto, It was first 
heard in New York under the auspices of the Seism **l nV Fttend’* id Musk, 
in Carnegie Hall, on Feb, 1,1921 On that invasion \tito fOd.male uaulticteih 
and the soloists were Orville Hurrold, truut, and Mine. Ohotle', Oaliirr, wii* 
tralto, The Philharmonic-Symphony Society liio ptr ,nsv \ u . as fan, h 
when Willem Mengeiberg conducted, His solotM•* vne Bobud t‘it«4safiij 
Margaret Matvenauer. It was given again by the wall dr saute mu 

ductor and soloists on Jan, 19 and 17, POff; on t V\ , dn and. 21, FOf (Bruno 
Walter; Frederick Jagel and Maria C Hvrwdm \; .m ! < it Jam *\ and 21* PHI 
(Mr. Walter; Charles Kullman and Kmrin lltMtlnagl 
Das Lied von der Erde has twit called “ottr of Mafilrah sums? chums to 
immortality as a compser." It consists of mv pin rs from »u M mu alto in 
alternation, the texts being taken from m Chinese p,. t -m, ” IV/r am drmd 
from Die Chinesische Plike (The Clime*? Piute i U I Fiv {Vihey, dm t iemm 
poet who paraphrased eighth venture C,hmr.e vr - IT mvli e turn of tk 
work consists of two parts separated Ity ait onitrsiial mm hide, 


|Tl 

DAS TRrNJCUKI) VON JAMMER Ill'll Hit it 

Schon winkt tier Wem im gtifdbrtt IVHiC 
Doeh tririkt noch nicht, mt sing* kb r«ilt nu 
Lied! 

Das Lied vom Rummer «»ll auflidtriid tti dir 

Srrlc cud* klingrn. 

Wen a der Kummrr n,dir, 

Licgcn wusc die Garten der Seek, 


mi fnumvvt .* *v,•j immv wtf 

n f,T f h '< \ k -s «. !« ‘^m4, 

I'nif ih\n4 u t : J, t ,‘ n 4 

! L'" .! - , 1 ‘ r: . , » i Vi U%h 

e-.f -he. t * 

WHf. i t. 4 *J ■ ; 1 i ’C’i 
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Welkt hin und stirbt die Freude, der Gesang. 
Dunkel ist das Leben, ist der Tod. 

Herr dieses Hauses! Dein Keller birgt die Fiille 
des goldenen Weins! 

Hier diese Laute nenn’ ich mein! 

Die Laute schlagen und die Glaser leeren, 

Das sind die Dinge, die zusammen passen. 

Ein voller Becher Weins zur rechten Zeit 
Ist mehr wert als alle Reiche dieser Erde! 

Dunkel ist das Leben, ist der Tod! 

Das Firmament blaut ewig, und die Erde 
Wird lange fest steh’n und aufbliih’n im Lenz. 

Du, aber, Mensch, wie lang lebst denn du? 
Nicht hundert Jahre darfst du dich ergotzen 
An all dem morschen Tande dieser Erde! 

Seht dort hinab! Im Mondschein au£ den 
Grabern 

Hockt eine wild gespenstiche Gestalt. 

Ein Aff ist’s! Hort ihr, wie sein Heulen 
Hinausgellt in den siissen Du£t des Lebens! 
Jetzt nehmt den Wein! Jetzt ist es Zeit genos- 
sen! 

Leert eure gold’nen Becher zu Grund! 

Dunkel ist das Leben, ist der Tod! 


Joy and song wither and die. 

Dark is life, is death. 

Lord of this house! 

Thy cellar holds the fullness of golden wine! 
Here, this lute, I call mine own! 

To play upon the lute, to empty glasses, 

These are things that fit each other, 

At the proper time a goblet full of wine 
Is worth more than all the kingdoms of this 
earth! 

Dark is life, is death! 

The firmament in its eternal blue, and the earth. 
These will long endure, will blossom in spring¬ 
time. 

But thou, O man, what is the span of thy life? 
Not a hundred years are you permitted to enjoy 
The idle vanities of this earth! 

Look there below! In the moonlight upon the 
graves 

There crouches a wild, ghostly figure— 

An ape it is! Hark how his howling 
Shrills out into the sweet airs of this our life! 
Bring on the wine! The time has come, my 
comrades! 

Drain your golden goblets to the dregs! 

Dark is life, is death! 


II 

[Contralto Solo] 

DER EINSAME IM HERBST THE LONELY ONE IN AUTUMN 


Herbstnebel wallen blaulich iiberm See; 

Vom Reif bezogen stehen alle Graser; 

Man meint, ein Kiinstler habe Staub von Jade 

Uber die feinen Bliiten ausgestreut. 

Der siisse Duft der Blumen ist verflogen; 

Ein kalter Wind beugt ihre Stengel nieder. 
Bald werden die Verwelkten, gold’nen Blatter 
Der Lotusbliiten auf dem Wasser zieh’n. 

Mein Herz ist miide. Meine kleine Lampe 
Erlosch mit Knistern, es gemahnt mich an def 
Schlaf. 

Ich komm* zu dir, traute Ruhestatte! 

Ja, gib mir Ruh, ich hab’ Erquickung Not! 

Ich weine viel in meinen Einsamkeiten, 

Der Herbst in meinem Herzen wahrt zu lange. 
Sonne der Liebe, willst du nie mehr scheinen, 
Um meine bittern Tranen mild aufzutrocknen? 


The mists of autumn build their blue wall over 
the sea; 

With hoarfrost covered, stands the grass; 

It seems as if an artist had strewn the dust of 
jade over delicate blossoms. 

The flowers’ fragrance has spent itself; 

A cold wind bows them to earth. 

Soon the withered, golden leaves 

Of lotus flowers will be scattered upon the 
waters. 

My heart is weary. My little lamp 

Has gone out, a-crackling, minding me of need 
for sleep, 

I come to you, blest resting-place! 

Yea, give me rest; for I need quickening! 

I weep and weep in all my solitude. 

Autumn in my heart too long is lasting. 

O Sun of Love, never again wilt thou shine, 

Gently to dry my bitter tears? 
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III 

[Tenor Solo] 


VON DER JUGEND 

Mitten in dem kleinen Teiche 
Steht ein Pavilion aus griinem 
Und aus weissem Porzellan. 

Wie der Riicken eines Tigers 
Wolbt die Briicke sick aus Jade 
Zu dem Pavilion hiniiber. 

In dem Hauschen sitzen Freunde, 
Schon gekleidet, trinken, plaudern, 
Manche schreiben Verse nieder. 

Hire seidnen Armel gleiten 
Riickwarts, ihre seidnen Miitzen 
Hocken lustig tief im Nacken. 

Au£ des kleinen Teiches stiller 
Wasserflache zeigt sich alles 
Wunderlich im Spiegelbilde. 

Alles auf dem Kopfe stehend 
In dem Pavilion aus griinem 
Und aus weissen Porzellan; 

Wie ein Halbmond steht die Briicke, 
Umgekehrt der Bogen. Freunde, 
Schon gekleidet, trinken, plaudern. 


OF YOUTH 

Midway in the little pool 
Stands a pavilion o£ green 
And o£ gray porcelain. 

Like the back of a tiger 
The bridge of jade arches 
Across to the pavilion. 

In the little house friends are seated, 
Beautifully gowned, drinking, gossiping; 
Some are writing verses. 

Their silken sleeves glide 
Backwards, their silken caps 
Hang from the back of their necks. 

On the smooth surface of the quiet pool 

All is mirrored 

Wondrously. 

All stands upon its head 
In the pavilion of green 
And of white porcelain. 

Like a half-moon stands the bridge, 
Reversed is its bow. Friends, 

Beautifully gowned, are drinking, gossiping. 


IV 

[Contralto Solo] 


VON DER SCHONHEIT 

Junge Madchen pfliicken Blumen, 

Pfliicken Lotos blumen an dem Uferrande. 
Zwischen Biichen und Blattern sitzen sie, 
Sammeln Bliiten in den Schoss und rufen 
Sich einander Neckereien zu. 

Gold’ne Sonne webt um die Gestalten, 

Spiegelt sich im blanken Wasser wider, 

Sonne spiegelt ihre schlanken Glieder, 

Ihre siissen Augen wider, 

Und der Zephir hebt mit Schmeichelkosen das 
Gewebe 

Ihrer Armel, auf, fiihrt den Zauber 
Ihrer Wohlgeriiche durch die Luft 
O sieh, was tummeln sich fur schone Knaben 
Dort an dem Uferrand auf mut’gen Rossen? 

Weit hin glanzend wie die Sonnenstrahlen; 
Schon zwischen dem Geast der griinen Weiden 
Trabt das jungfrische Volk einher! 

Das Ross des einen wiehert frohlich auf 
Und scheut und saust dahin, 

Uber Blumen, Graser, Wanken hin die Hufe, 


OF BEAUTY 

Youthful maidens are plucking flowers, 
Plucking lotus flowers at the edge of the shore. 
Between bushes and leaves are they sitting, 
Gathering blossoms in their laps and calling 
To each other in jest. 

The golden sun plays about their forms, 
Reflected in the quiet water. 

The sun mirrors their slender limbs, 

Their sweet eyes, 

And a zephyr with gentlest caress raises the 
fabric 

Of their selves, wafts the magic 
Of their perfume through the air, 

O see, beautiful youths at play 
On fiery horses, over there at the edge of the 
shore. 

Glistening from afar like rays of the sun; 
Between the green branches of the willows 
Fresh youth is making its way! 

The steed of one whinnies for joy 
And shies and rushes past. 

Over flowers, grasses, gallop his hoofs, 








GUSTAV MAHLER 


Sie zerstampfen jah im Sturm die hingesunknen 
Bliiten 

Hei! Wie flattern im Taumel seine Mahnen, 
Dampfen heiss die Nustern! 

Gold’ne Sonne webt um die Gestalten, 

Spiegelt sie im blanken Wasser wider. 

Und die schonste von den Jungfrau’n sendet 
Lange Blicke ihm der Sehnsucht nach, 

Ihre stolze Haltung ist nur Verstellung. 

In dem Funkeln ihrer grossen Augen, 

In dem Dunkel ihres heissen Blicks 
Schwingt kagend noch die Erregung ihres 
Herzens nach. 
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Whose stormy stamping crushes the fallen 
blossoms. 

Heigh! How his mane flies in the breeze, 

How his nostrils dilate! 

The golden sun plays about the forms, 
Reflecting them in the quiet water. 

And the loveliest of the maidens 
Sends the rider glances of yearning. 

Her haughty bearing is no more than feigned. 
In the sparkle of her wide eyes, 

In the darkening of the eager glance, 

Ascends the plaint of the passion of her heart. 


V 

[Tenor Solo] 


DER TRUNKENE IM FRUHLING 

Wenn nur ein Traum das Leben ist, 
Warum denn Muh’ und Plag’P 
Ich trinke, bis ich nicht mehr kann, 

Den ganzen, lieben Tag! 

Und wenn ich nicht mehr trinken kann, 
Weil Kehl’ und Seele voll, 

So taumP ich bis zu meiner Tiir 
Und schlafe wundervoll! 

Was hor ich beim Erwachen? Horch! 

Ein Vogel singt im Baum. 

Ich frag’ ihn, ob schon Fruhling sei, 

Mir ist alsd wie im Traum. 

Der Vogel zwitschert: Ja! 

Der Lenz ist da, sei kommen iiber Nacht! 
Aus tiefstem Schauen lauscht’ ich auf, 

Der Vogel singt und lacht! 

Ich fiille mir den Becher neu 
Und leer’ ihn bis zum Grund 
Und singe, bis der Mond erglanzt 
Am schwarzen Firmament! 

Und wenn ich nicht mehr singen kann. 

So schlaf’ ich wieder ein. 

Was geht mich denn der Fruhling an? 
Lasst mich betrunken sein! 


THE DRUNKEN ONE IN SPRINGTIME 

If life is no more than a dream, 

Why bother? 

I’ll drink, till drink no more I can, 

The whole live-long day! 

And when no longer I can drink, 

When throat and soul are full. 

I’ll tumble down before my door,— 

And sleep, and sleep and sleep. 

What hear I, awakening? List! 

A bird sings in a tree. 

I ask him whether Spring has come, 

I feel as in a dream. 

The birdling twitters. Yes! the Spring 
Overnight has come! 

In contemplation deep I brood, 

While birdling sings and laughs! 

Anew I fill my goblet 

And drain it to the dregs 

And sing until the moon shines bright 

In the dark’ning firmament! 

And when no longer I can sing 
Again to sleep I’ll go. 

For what matters Spring to me? 

Drunk only let me be! 


VI 

[Contralto Solo] 


DER ABSCHIED 

Die Sonne scheidet hinter dem Gebirge. 

In alle Thaler steigt der Abend nieder 
Mit seinen Schatten, die voll Kiihlung sind. 
O sieh! Wie eine Silberbarke schwebt 
Der Mond am blauen Himmelssee herauf 
Ich spiire eines feinen Windes Wah’n 


THE FAREWELL 

The sun is sinking ’ncath the hills. 
Evening descends into the vales 
With its cool, quiet shadows. 

Behold! As a bark of silver 

The moon rises into the blue heaven. 

I feel the motion of a gentle wind 
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Hinter den dunklcn Fichten! 

Dcr Bach singt voller Wohllaut durch das 

Dunkel. 

Die Blumen blassen im Dammersehein. 

Die Erde atmet veil von Ruh’ und Schlai. 

Alle Sehnsucht will nun traumen. 

Die miiden Menschen geh’n heimwarts, 

Um im Schlaf vergess’nes Gluck 
Und Jugend neu zu lcrnen! 

Die Vogel hocken still in ihren Zwcigcn, 

Die Welt schlaft ein! 

Es wchet kiihl im Schatten meiner Fichten. 

Ich stehe hier und harre memos Freuiules; 

Ich harre sein zum letzten Lehewohl. 

Ich sehne mich, 0 Freund, an deincr Srite 
Die Schonheit dieses Abends y.u geniessen. 

Wo bleibst du? Du lasst mich king alloin 1 
Ich wandle auf und nieder mit meiner kautr 
Auf Wegen, die von weichem Chase sehwrtSm. 

O Schonheit! O ewigen Lichens—hebenv— 
trunk’ne Welt! 

[OlU'HI S t'HAU 

Er stieg vom Pferd und rcichtc ihm den Trunk 
Des Abschicds dar. Kr fragte Urn, wuhin 
Er fuhre und aueh warum es mihstc sein. 

Er sprach, seine Stimme war umfWt. Du, mein 
Freund. 

Mir war auf dieser Welt das Otiiek nkht hold 
Wohin ich geh’? Ich geld, ich wand re us the 

Berge. 

Ieh suche Ruhc fur mein einsam Hcr/.^ 

Ich wandle nach der I leimut, meiner SuiEf* 

Ich werde niemah in die Feme schwrifen. 

Still 1st mein Her/, und barret seiner Kmtuir 1 
Die Hebe Erde alliiberall bliiht auf im Lnsz ttf«i 
grunt 

Aufs neu! Alluberall und ewig blauen liclit die 

FcrnenI 

Ewig . . . ewig, . . * 


Behind die dark pitied 

The hmok sm>;> it*, mttne through f!« dark. 

'Die ihwvvK i;tmv pale in the twthghr. 

The rasth bm.nfse’* the tpurt m sm.t mtl deep, 
All lutwun; a «h .nirmn „ 

Wrarv limit,nuts \- bnnnvasd kumd* 

Tt> wek anew i?s d.vp 

Forgotten Offttfir* 

Eirdv ,ue pei+tud upms thru' hraiwhei, 

The wotld falls mt * d 

The emtl wind is m dr dudmv of mv 

I aaisif trm amt await mv fmmt* hr 4 kt 

farewell. 
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Bohuslav Martinu 


Horn 1 : i*ouoka, r/amitosEovAKUA, dec, 8, 1890. 

There me m many mho jealously /{rep their secrets, for fear of losing 
them . But the mitui of Martinu is so inventive that he does not care. 
Besides, o not the proclaiming of a secret the surest means of 
peeping it ?- Pieuur ( )utavk Ferroud* 


Symphony No. 2 

I, Allegro moderato, IL Andante modcrato. Iff. Poco allegro. IV, Allegro, 

Comncihhioned iiy a group of (Czechoslovaks in Cleveland, this work is dedicated 
“Tti My Fellow Caiuxifrymeti in Cleveland A It was given its first performance 
by the Cleveland Orchestra cm Oct, 28, PHk The score calk for two flutes, 
piccolo, three oboes, three clarinets, two bassoons, four horns, three trumpets, 
three trombones, tuba, kettledrums, side drum, bass drum, cymbals, triangle, 
turn tarn, harp, piano, and strings, 

Of the Second Symphony, Mr. Martinu has written: 

In contemporary hands the symphony has returned to older, more reasonable 
proportions* hut the hum and the content are always though! of m the expression 
of something grandiose, tugic, or pathetic, in a certain sense dependent upon a 
"‘program**; hi other words, dir idea remains hteraty rather than musical. , , * 
Difficulties ami complications pt went themselves when a composer is trying to 
express elevated thought , . , simple events and simple things may appear 
"grandiose** to the art 1st, In themselves they may not seem m xjiecfaeular, but in 
music they may Inmate iptier as spnuvular and just as inspiring. 

Of course, 1 don't mean to ttilr out the dramatic conception of a musical work. 
My Second Symphony, the * asr in jaunt, ts calm and lynt , It seems to me dial we 
base no nerd of a pmfrvamial and teslimcal expression of nnntie; rather do we need 
orderly drought, repressed lalmly, 

Artur Rod/imld mtrodftml dir Symphony to New York at a Philharmonic* 
Symphony coiimt on 1 )ro 10, PHI 

Roluwlav Manuiu took up the violin when he wax six years of age, two years 
later appearing before dir public. When he was twenty direr tic completed the 
violin iottrsr af the Prague Conservatory, ami not king after that hr became a 
member of the < 7n h Philharmonic Orchestra's violin section where he re¬ 
mained tor ini years, I Ir is almost entirely self taught as a tomposrr, his formal 
imtniiitifii iouxixfiftg of a pauul affendantr of dir Josef Kuk course at the 
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Conservatory. Later, while in Paris, he met Albert Roussel, whose influence 
over him, however, was that of the admiring adviser. 

Mr. Martinu has written an impressive array of works. He began at the age 
of ten with a piece for string quartet, steadily adding to his store with composi¬ 
tions in practically all the forms, including operas, symphonies, and other 
orchestral numbers, concertos, items of chamber music, operas for the radio, 
and scores for ballets. 

In The Musical Quarterly for July, 1943, Milos Safranek, in an informative 
and interesting article on Bohuslav Martinu, declares: 

We think of many composers who first came into prominence after the last war 
as avani-gardistes, and identify them with certain “advanced” fashions in poetry 
and painting. Martinu is one of the few contemporary composers of note who never 
was and never will be an avant-gardiste. Does the term, in actual fact, used in con¬ 
nection with artistic creation, mean anything definite? Does it not too frequendy 
indicate the presence of a superficial, often vanishing newness, rather than any 
truly substantial qualities? To define what is new in the contribution of a contem¬ 
porary artist is difficult if not impossible for the artist himself as well as for those 
who scrutinize his work. Mozart’s greatness became evident only after his entire 
work was reviewed from a distance. Contemporary critics found in Cezanne’s work 
many details that were interestingly new, but later generations have completely 
forgotten these details and have seen the substance of his originality in something 
quite different. 

All this, however, does not mean that Martinu’s work contains no new elements, 
that it is not original, or that in some respects he did not anticipate the current 
modern music by several years. Still, Martinu, with his close familiarity with the 
music of all ages and his high respect for all that has been perfect and great in 
world music through the centuries, could never have been a mere av ant-gar diste and 
nothing more. 

R. c. B. 




Daniel Gregory Mason 

BORN: BROOKLINE, MASS., NOV. 20, 1 873 . 

This is writing of a sort which has , for the most part , disappeared 
from the music that is characteristic of our time. It is music of brain 
and smew; it is clear-eyed; it is surefooted .— Lawrence 4 Gilman. 


"A Lincoln Symphony,” Op. 3 5 

I. “The Candidate from Springfield.” II. “Massa Linkum.” III. “Old 
Abe’s Yarns.” IV. “1865” 

This Symphony, the composer’s third, was written at’“Little Cedars,” New 
Canaan, Conn., in the summers of 1935 and 1936. The score bears a dedication 
“To the memory of Ossip Gabrilowitsch.” Its first performance was given by 
the Philharmonic-Symphony Society under John Barbirolli on Nov. 17, 1937. 

To a request for information from Lawrence Gilman, at that time annotating 
the Philharmonic programs, the composer replied: 

The subject of Lincoln is tempting to American composers because by his ideals 
and measurably by his realities he was so great an American. He was magnanimous 
and tender; his sadness came from a just and pitiful view of human weakness, his 
great-hearted sympathy from a wish to help all strivers and sufferers; his humor 
was the good, realistic, tolerant, earthy kind. Deeply patriotic, he hated chauvinism 
and rebuked patrioteers. He had the aspiration for peace, with the sad sense of 
reality that saw how distant it was. His great heart made him one of his own 
people, his clear head made him a leader for the world as well as the nation. If any 
of our public men have embodied our ideals it was he. He stands in our pantheon 
beside Thoreau and Emerson. 

Dr. Mason also supplied the following program note: 

I. THE CANDIDATE FROM SPRINGFIELD 

The brief introduction suggests the basic character of Lincoln—magnanimous 
and tender-hearted. A livelier theme, an actual quickstep of the 1860 period, “The 
Quabog Quickstep,” then calls up the crowd, thoughtless, restlessly active, trivial. 
Another tune, for clarinet over plucked strings, suggests the people in their easy¬ 
going sentimental mood. 

Lincoln’s sincerity, however (more sustained melody, strings alone), begins to 
chasten and ennoble the popular temper, so that the quickstep itself loses its jerkiness 
and becomes almost wistful (oboe; later flute, answered by horn). 
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The double fugue and march that end the movement suggest the young leader’s 
triumphal entry into Washington. 

II. MASSA LINKUM 

The slaves’ view of their friend. The English horn, in a sort of spiritual, voices 
their grief. Lincoln’s understanding and pity speak in the solo cello, later in lower 
strings. Throughout this movement the Negroes’ part in the drama is enacted by 
the wood-wind instruments, particularly the English horn, Lincoln’s by the strings, 
especially the cellos. 

III. OLD ABE’S YARNS 

In Lincoln’s eyes one could read a spirit almost crushed by its load of responsibility. 
But in the easy stride of his long legs, in his slouching gait as he swung into the 
corner grocery store, in his wry smile and hoarse laugh as he told stories to his pals, 
one could sense all the relief he found in his grotesque, half-demoniacal humor. 

IV. 1865 

The introduction to the first movement recurs, solemnized now by all that 
America and Lincoln have suffered together. He lies dead. Never shall pity gaze 
again from his sorrowful, world-old eyes, never again can his friendly voice beseech 
from us “malice toward none, charity for all.” The quickstep we once marched with 
him in triumph has turned to a funeral march in our tragic hearts. . . . 

But now that his love for us can look no more from his eyes nor sound again ever 
in his voice, it seems for the first time to surround us in the very air, to speak com¬ 
fort to our inmost hearts, as it could never do until all we had left of him was a 
memory. 

Daniel Gregory Mason, for many years associated with the music depart¬ 
ment at Columbia University, studied with Ethelbert Nevin before going to 
Harvard. When he was graduated, he worked in Boston with Chadwick and 
in New York with Goetschius. In Paris he studied with d’Indy. He has been 
composing actively since 1900, despite his many duties as pedagogue, lecturer, 
and writer on music. He was appointed to Columbia University’s music faculty 
in 1909. Twenty years later he was given the post of MacDowell Professor of 
Music. He retired from the chairmanship of the University’s music department 
in 1940. 


R. C. B. 







Harl McDonald 


born: near boulder, colo., july 27, 1899. 

With all this tumult of accomplishment and frustration, I am always 
conscious of the fact that I am living in an age that has an almost 
insatiable appetite for gaiety and entertainment .— Harl McDonald. 


Symphonic Poem, "Bataan” 

This work is the second in a cycle of three concerned with the Second World 
War. In October, 1941, Mr. McDonald wrote the initial composition of the 
cycle October- 1941. It was given its first performance by the Indianapolis 
Symphony Orchestra under the direction of Fabien Sevitzky. Since then it has 
been heard in a number of Western cities. 

Bataan was introduced by the National Symphony Orchestra July 3,. 1942, at 
one of the Watergate concerts in Washington, D. C. The composer conducted. 
The following statement by Mr. McDonald was included in the program notes 
of that occasion: 

During the weeks of late March and early Apr., 1942, the attention of all America 
was focused on Bataan Peninsula. There must have been a wide variety of feeling 
about the tragic drama that was unfolding there, for in many homes the picture 
was not simply the heroic stand of the American and Philippine armed forces—in 
many families it involved the battle for survival against overwhelming odds of a son 
or father or brother. 

It is natural for a composer to translate his most compelling emotional experiences 
into music, and, as a result, during that three-week period, working late at night or 
whenever I could find an hour of freedom from other duties, I composed the tone 
poem I have called Bataan . 

Against a fluctuating, agitated background appears a melody, slightly Oriental in 
character, which hints of the tragic ending of the piece. Suddenly the plucked 
strings introduce the rhythm of marching men, and above the sound of marching, 
the song continues in a variety of forms. Throughout this development, and with 
each reappearance of the theme, the music becomes more martial until at the climax 
the whole orchestra, with drums and trumpets, sings the song of the defenders. 
Suddenly the sound of drums and bugles recedes—there are a few faint echoes of 
the bugles, and the tragic song is heard again over the rhythm of the march, faintly, 
a.s from a distance. There is a repetition of the agitated opening measures before the 
music ends, pianissimo.* 

The composition bears a dedication to General MacArthur and the American and 
3?hilippine troops whose monumental courage and heroism will remain a bright 
spot in our history. 
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^Harl McDonald was brought up in Southern Cahtornia Displaying ^ 
in life a keen interest in music, he began to compose at the ag< ot scum, and a 
number of his first pieces have been pubhshed « vents lam Iw served as 
piano accompanist for well-known concert artists. in .. h s r« harm 
Concerto was premiered by tire San Franco Mmphuny I>nl cst.a. 

A period of study in Germany followed, during wine , nmc Ins svmphomc 
fantasy Mojave was played in Berlin and Hanlon. He has taught at the 
Academie Tournefort, Paris, the Philadelphut Academv ot Musw, and m m 
came an appointment to the faculty of the UiuvciMty* 1I t niw‘ 1 !t * heW 
that post until 1939, when he became the manager o the 1 hnadt Ij lua Oahestra. 

Mr McDonald has written a long list of works, comanng ul lour sym 
phonies, some suites, a Concerto for Two Pianos and Orchestra, choral 
compositions, chamber music, and songs, Asides ‘he war avlc. 












Felix Mendelssohn 


BORN: UAMBURC, FKB. t8o<>. niKlU I.EII'ZKi, NOV. 4. 1847. 

To the Noble Artist, who, surrounded by the liaaldi^e worship of 
debustd nit, fhts been able, by his genius and science, to preserve 
jut nftdly, bite another Elijah, the worship of true art, and once more 
at custom our ear, amid the whirl of empty, frivolous sounds, to the 
pure tones of sympathetic feeling and legitimate harmony: to the 
it real Master, who maizes us conscious of the unity of his conception, 
through the whole matte of his creation, from the soft whispering to 
the mighty raging of the dements,—Inscribed in grateful remem¬ 
brance by Albert (Pnnee Consort) 

Buckingham Palme, 24 th April, 1847. 


Symphony in A minor. No. 3 ("Scotch”), Op. 56 

I. Andante can mote; Allegro un pace agitato. II. Vivace non troppo. 

HI. Adagio. IV. Allegro vivaeissimo; Allegro maestoso avail. 

(Flayed without pause.) 

Wtn.R sRRMiNia.v fat fetched, Mcudcksohn'x Scotch Symphony is indirectly 
linked with the murder of David Rtz/.io at Holyrood, on tire night of Mar. % 
1566, in the sup{ter ch.mil wr of Queen Mary of Scotland. 

Ri/./.io, an Italian musician who came to Scotland as a member of the 
Piedmontese ambassador's entourage, was engaged by the ill-fated queen as 
lute player, singer, and valet de chamber. Shortly before Mary married Darnley, 
Rizzio was elevated to the {him of "private foreign .secretary.” His growing 
influent.e on Mary aroused the envy anti hatred ol Scottish nobles. A whisper¬ 
ing campaign pictured him as Mary’s lover. At any event, a band of nobles 
broke into Marys room one night, .seized the Italian, and after hacking him to 
death, flung his Irody out the window. 

Rizzio’s death inspired dramatists, jniets, {winters, and eomjtoscrx to an 
imaginative recommit iron of the episode, often in the lurid light of Mary’s 
later imbroglios. Though historians still dash over the actual hapjrcningx, 
romantic writers long ago accepted Rt/zto's iutimaty with the queen as a fact, 

So, apparently, did a romantic minded youth of twenty named Felix Men¬ 
delssohn, who toured Scotland in 1K.?>, F’rom Kdinburgh, after a visit to the 
rugged ruins of I lulyroud, he writes on July SO: 
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We went, in the deep twilight, to the |«Uee of U»Un«>d where Qum, M«y 
lived and loved. There is a little room to be seen *hc,e. with u.ndmg aawn* 
leading up to it. This the murderers ascended, and trndrn- lu.vm du-w turn out. 
Three chambers away is a small corner whc.e thev k.he 1 hnu Everyth,ng 

around is broken and mouldering, and the bright shy shu.es m. 1 he.u-ve I ku md 
today in the old chapel the beginning of my Swuh * \ mpmin. 

Though Mendelssohn did not write finis to his .Symphony till thirteen yean 
later, he did jot down the first ten bars of the opening Andante sc mm (he day 
o£ his visit to Holyrood. It is not certain whether they wne wutten m Kdm- 
burgh or on the actual site of the bloody deed of years Irtoic. Anyway the 
few measures contained the seeds of his future A minor Symphony. 

The intention to give the title of “Scotch'' m the wu,k do« not appear In 
Mendelssohn’s correspondence until when he s„ Uvln! the symphony to 
be in letters from Rome. Curiously enongh, Mendelssohn ountted the title from 
the score, possibly fearing to imp.se too limiting a tin on the music. 

The question of how much national rhythm and ruU went am, the symphony 
has long troubled scholars. On one side are those ,onvm. < d th if Mrndrhsnfm 
intended to convey the “solemn, pathetic, gav, and w.ultLv” Iramr. C Scottish 
national music. They cite the fact that MriuM-Om ..m-mlnl a -mu* (t f 
Highland Pipers while in Edinburgh and was dreph stair,! »v dm year tunes 
of the Scottish clans. Reminiscences of those themes air sod m he riitlmUed 


in the scherzo movement. 

However, Mendelssohn made it a point never to 'VypS.tm hr. mmuIf there 
is a “program” to his Scotch Symphony, the serif, ‘bed with hmt. I he puitord, 
idyllic, elegiac, and bardic moods of the Symphony may madtiv suggest w. 
mantic Scotland, but just hoyv far the sr«u y and the h-sdr, legends «f 

feuding clans colored the musical web is fimtr spr.itl.it.f4,, \>t doubt they 
helped kindle Mendelssohn’s imagination, as dtd the muiglrd bioodutg and 
vigor of Scottish folk music. 

A good test of the Symphony’s power to n*4r Nun* aul" ongnr* u t«* |if 
it, without the “Scotch” label* before eoiurtigom Sr, mm: lUr litit timr. 

Robert Schumann once fell into such a trap, Wlnlr i!ir Mi h %% 

being performed, a friend assured turn he w 4 * tovm.n* f * \b*ndrb#litH 
Italian Symphony . Schumann was auofiimgh urn au M hs w non** of fit 
Italian landscape awakened by die tittiw, “I? u 'n**oc n m M^itjjwityff 
a hearer who had never been to Italy/ 1 tie tenuity f» 1 .* a naptnmv wdimete 
movement allegedly pictures "The (lifbemta, ♦ »! 'hr l ! u o * 

As a matter of fact, Mendelwiliti was a bt # *4 u-’ium bratidf d 

“national music-” After visiting Scotland in futy, LN, be dnwnto 

Wales before returning t<» lamdtm. “No lun^n d uuur J a h* wiitfl 

from Llangollen on Aug. 2N “Ten rhomanib devils uir all lunotuhty! Nnw 
I am in Wales, and, dear me, a harjrr *ih tu tSr h dt mil of refit#* 
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*ng incessantly so-called national melodies; that is to say, most infamous, 
:ar, out-of-tune trash, with a hurdy-gurdy going at the same time!” 

L$ted as Mendelssohn s third, the Scotch Symphony was actually composed 
and is thus rightly the fifth. Of the others the C minor dates from 1824, 
Reformation from 1832, the Italian from 1833, and the Lobgesang (Song of 
from 1840. Among Mendelssohn manuscript juvenilia were twelve 
r symphonies, eleven scored for strings and one for full orchestra, all com- 
■d in his early teens. The Scotch Symphony was completed in Berlin on 
20, 1842. The conductor led it from manuscript in Leipzig on Mar. 3. 

£ter presenting the work the following June at a concert of the Phil- 
n.onic Society in London, Mendelssohn was granted the privilege of 
eating it to Queen Victoria. It is odd, to say the least, to find the name of 
land’s rigorously proper Queen affixed to a symphony owing even partial 
lxi to scarlet Mary Stuart. There is no record of Queen Victoria’s ever 
ng learnt of Mendelssohn’s visit to the scene of an early mishap in Mary’s 
rous career. And she certainly never heard an account of how the opening 
of a symphony dedicated to her were composed not far from the site of a 
ce murder. Perhaps it is just as well that Mendelssohn did not divulge the 
gram” of his Scotch Symphony . 

ke Mendelssohn’s Violin Concerto, the Scotch Symphony should be played 
inuously, i.e., without the usual pauses between movements. Though 
es and bagpipes are excluded from Mendelssohn’s scheme, except by im- 
ition, the first, scherzo (second), and finale movements would surely seem 
istify the title given the symphony. In the scherzo there are opening calls 
le wood winds and brasses which evoke Scottish moods. Later the clarinet 
its a brisk theme reminiscent of Highland dance tunes, then developed in 
iant and rollicking style. 

3 Apthorp the breezy theme opening the finale Allegro was of “recog 
bly Scotch character.” The movement’s impetuous drive and heraldic vigor, 
-her with the sturdy march motives, have suggested heroic Scottish legend 
“the gathering of the clans.” One analyst even drew from the finale a 
ire of “the wild Highlander, claymore in hand, sweeping down from his 
ed hills joyously to do battle.” And poor Schumann heard it as a symphonic 
to Italy! 

: course, Mendelssohn’s habit of giving picturesque titles to compositions 
2 d them to be literally viewed as “program music” by many. There is the 
of how Schubring told Mendelssohn a certain passage of the Sea Calm 
Prosperous Voyage Overture suggested to him “the tones of love entranced 
>proaching nearer the goal of its desires.” 

endelssohn, obviously joking, corrected his good friend Schubring by 
Lging what he really had in mind while writing that passage: “A good- 
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natured old man sitting in the stern o£ the vessel and blowing vigorously into 
the sails, so as to contribute his part to the prosperous voyage.” 

Apart from the Scotch Symphony, Mendelssohn’s trip to Scotland resulted in 
at least three other compositions, the FingaVs Cave Overture, the two-part song 
“O wert thou in the Cauld, Cauld Blast,” and the Sonate Ecossaise for the piano, 
later called the F sharp minor Fantasy. 

L. £» 


Symphony in A major, No. 4 ("Italian”), Op. 90 

I. Allegro vivace. II. Andante con moto. III. Con moto moderato. 

IV. Saltarello, Presto. 

This Symphony, by the composer’s own order, was not published during his 
lifetime. He was not satisfied with it. He related that it had caused him con¬ 
siderable pain. He toyed for a time with the idea of revising the last movement, 
but he never got around to it. 

Ironically enough, the Symphony has been called a “perfect work,” and the 
experts, past and present, who consider its last movement a gem are not few. 
Parry discovers not the least trace of bitterness in any of the Symphony’s 
music, which may or may not be an argument against the idea that a composi¬ 
tion reflects the author’s physical and spiritual state at the time of its creation. 

Mendelssohn visited Italy, and in a letter from Rome, dated February, 1831, 
he wrote, “I am making great progress with the Italian Symphony . It will be 
the most mature thing I have ever done, especially the last movement, Presto 
agitato.” However, quite some time passed before he completed his work. 
In November, 1832, he was commissioned by the London Philharmonic Society 
to write “a symphony, an overture, and a vocal piece.” The Symphony turned 
in was the Italian, and it was given its premiere performance in London, on 
May 13, 1833, under Mendelssohn’s direction. 

There is evidence that the brilliant Saltarello finale was inspired by the car¬ 
nival in Rome. We have Mendelssohn’s charming account of his participation 
in the festivities in a letter dated Feb. 8, 1831: 

I arrived in the Corso and was driving along, thinking no evil, when I was 
suddenly assailed by a shower of sugar comfits. I looked up. They had been flung 
by some young ladies whom I had seen occasionally at balls, but scarcely knew. 
When in my embarrassment I took off my hat to bow to them, the pelting began in 
right earnest. 

Their carriage drove on, and in the next was Miss T., a delicate young English¬ 
woman. I tried to bow to her, but she pelted me, too; so I became quite desperate, 
and clutching the confetti I flung them back bravely. There were swarms of my 
acquaintances, and my blue coat was soon as white as that of a miller. 
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My friends, the B's, were standing on a balcony, flinging confetti like hail at my 

head. I hus jk lung anti pelted, amid a thousand jests and jeers and the most 

extravagant masks, the day ended with races. 

The Italian Symphony is scored Cor flutes, oboes, clarinets, bassoons, horns, 
and trumpets in pairs, besides kettledrums and the usual strings. The first 
movement (Allegro vivace, A major, 6/8) ofxms brilliantly with a dashing 
theme in the violins. *1 he second subject, in E major allotted to the clarinets, is 

of a mo it. kLsuulv nature. A third theme, treated lugally, introduces the 

development section. 

The second movement (Andante con moto, I) minor, 4/4) has been called 
a Pilgrims ^Mareh. Doubtless it was suggested by a religious procession in the 
streets of Naples. But why Grove heard in the introductory measures the **cry 
of a mtir/<ziu from hts minaret” is hard to understand. 

Ihe ingratiating third movement (Con moto moderate, A major, 3/4) is 
virtually a minuet. Especially I beautiful is the trio, In E major, with its hint of 
profundities Mow the rippling surface. 

The finale (Presto, minor, 4/4) is the famous Saltarcllo, based on three 
themes, of which the third, with its scries of uninterrupted triplets, the invari¬ 
ably accurate Roekstro declares is not a saltarello theme at all but a tarantella! 

m c* b*« 

Symphony in I\ No. ? ("Reformation”), Op. 107 

L Andante; Allegro con fumo. 11. Allegro vivace. III, Andante; Andante 
dm moto (Chorale; *‘Km feste Burg ist timer Chat”); Allegro vivace; 
Allegro maestoso, 

Mknihu.hkoiin tmmeurn tins Symphony for the tercentenary festival of the 
Augshuig (amiewion, which fell on June 2 r g 18i()„ "The work began to hake 
shape 1 * in 1 m mind the previous September, while her was being royally feted 
in London. In fact, several other compositions were also taking shape when, 
according to the publication lLtrmtwkum> ”1 le was thrown from a cabriolet 
and very sevencly wounded in the leg, in consequence of the carriage first 
falling cut hint* thru bring dragged over his limb*” Ihe injuries were serious 
enough to keep him on the inactive list, creatively shaking, for a couple of 
months, Inn hr found considerable recompense in the concern and hospitality 
(if Ids English friends. As hr wrote home, in October, “You cannot know how 
kind the English j tenpin air to me. As 1 cannot do justice to hooks and am not 
allowed to ear meat, they stuff me with fruit and all sorts of sweets,” 

By Nov. 2*h Mendelssohn was well on the way to recovery and home to 
Berlin, During the following winter he completed the Symphony (though 
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some authorities dispute the date). With the composer off again on his inter¬ 
minable journeying, the work was performed on the appointed day in Berlin. 

We hear of it again early in 1832, when Francois Antoine Habeneck, founder 
and conductor of the Societe des Concerts du Conservatoire of Paris, scheduled 
it for performance. The piece was rehearsed, and Mendelssohn wrote ecstatic 
letters about the coming event. His joy was premature, however, for the 
orchestra disliked the Symphony. “Too learned, too much fugato, too little 
melody,” was the verdict. Mendelssohn did not refer to his disappointment in 
his correspondence. 

In November and December, 1832, and January, 1833, he gave three public 
concerts at the room of the Singakademie, Berlin. Among the works he offered 
were his Walpurgisnacht; three Overtures, Meerstille, Hebrides, and Mid¬ 
summer Night’s Dream; the G minor Piano Concerto; the Capriccio in B 
minor; and the Reformation Symphony. The Berliners of the time were hard 
to please, however, and particularly were they so in the case of Mendelssohn, 
to whom they casually referred as a musician “who had talent as a boy.” 

The Reformation Symphony is not universally considered one of Men¬ 
delssohn’s most vital works. “Certainly,” wrote one observer, “it hardly marches 
beside the Church revolution which it celebrates. It bustles at times and me¬ 
anders at others, but nevertheless it has good pages in which the music becomes 
bold and even lusty.” 

Some commentators have suggested that the first movement was inspired by 
“the reformers’ joy in combat, their firmness of belief and trust in God.” The 
composer utilizes the Dresden Amen in the first movement. (Oddly enough 
this same Dresden Amen is heard in Wagner’s Parsifal music.) There was a 
timf when devoted admirers of Mendelssohn hurled the charge of “plagiarist” 
against Wagner for the apparent theft. The musical phrase in question, how¬ 
ever, may be found in the Saxon liturgy and, according to prewar advices, has 
always been in use at the “Court” Church of Dresden. The Amen is of un¬ 
known origin, though Silvani has been mentioned as its inventor. Very likely, 
it belongs to the seventeenth century, yet we have knowledge of similar 
progressions of sixths in the Masses of Palestrina. 

The second movement has been described as “typically Mendelssohn, very 
correct as to form and development and, of course, written long before certain 
turns of phrase and harmonic sequences became overworked cliches of his 
style.” 

The Chorale of the last movement introduces Martin Luther’s religious 
war cry Ein feste Burg ist unser Gott, of which effective use is made, particu¬ 
larly in its final quotation where the brass bring it to a compelling climax. 


r. c. B. 
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Concerto for Violin and Orchestra in E minor, Op. 64 

I. Allegro mol to appassionato. II. Andante. III. Allegretto non troppo;' 

Allegro molto vivace. 

(Played without pause.) 

Like other standard concertos, Mendelssohn’s in E minor is the record of a 
friendship and consultation between composer and soloist. Perhaps the closest 
parallel is that between Brahms and Joseph Joachim. In Mendelssohn’s case the 
confidant and consultant was Ferdinand David. 

The two had been friends since their early youth. The composer was eleven 
months older than the violinist. Though they were not to meet till they were 
fifteen and sixteen, by a coincidence they were born in the same house in 
Hamburg. David become Mendelssohn s concertmaster when the composer 
was appointed director of the Leipzig Gewandhaus concerts in Leipzig in 1835, 
remaining there for thirty-seven years, long after his friend’s death. Mendels¬ 
sohn s feeble health often obliged him to delegate much of the Gewandhaus 
routine to David. When Mendelssohn was stricken during a measles epidemic 
in Leipzig, it was David who took over the scheduled premiere of the St. Paul 
Oratorio . 

Mention of the Violin Concerto does not occur in Mendelssohn’s correspond¬ 
ence till July 30, 1838, about the time the great Elijah Oratorio was beginning 
to take shape in his mind. I should like to write a violin concerto for you next 
winter, he writes to his first violinist. “One in E minor runs in my head, the 
beginning of which gives me no peace. Yet, almost a year passed before further 
reference was made to the project. Why he delayed is hard to say. Pressure of 
work was an old story with Mendelssohn. It did not interfere with his volumi¬ 
nous writings in other forms. Moreover, the friendship of a great virtuoso like 
David would normally have sufficed to hasten composition. Then, Mendels¬ 
sohn had himself studied the violin, though he later preferred the viola when 
he took part in ensemble playing. Finally, as a boy of fourteen he had already 
evinced practical interest in the form by writing a violin concerto with string 
accompaniment. It belongs with a staggering mass of manuscript juvenilia, 
among which is still another concerto for violin and piano, with similar 
accompaniment. 

In any case, David must have urged him repeatedly to take up the Concerto 
after the first announcement of the plan. But the winter went by without so 
much as a hint that the projected Concerto was still “running in his head.” 
Early in July, 1839, Mendelssohn wrote to David from Hochheim, near 
Coblenz: 
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Now that is very nice of you to press me for a violin concerto! I have the liveliest 
desire to write one for you, and if I have a few propitious days here I shall bring 
you something of the sort. But it is not an easy task. You want it to be brilliant, 
and how is such a one as I to manage that? The whole first solo is to consist of the 
high E! 

The work was not completed till Sept. 16, 1844. In the interim letters and 
conferences between composer and violinist were devoted to the detail and 
structure of the Concerto. David supplied practical counsel for the solo writing, 
as well as devising most of the cadenza as it now stands. Naturally there were 
occasional differences of opinion. Mendelssohn would yield where David’s 
craftsmanship was the best guide. Elsewhere his own faultless instinct for 
form and expression prevailed. Before publication the work underwent further 
revision by Mendelssohn in the solo and orchestral parts. 

As in similar instances of musical collaboration, it is futile to speculate on 
just what is David’s in the E minor Concerto as we know it. Comparison of 
the final form with the sixty-six folio page manuscript has shown substantial 
alterations more in keeping with Mendelssohn’s fastidious sense of design and 
polish. Mendelssohn always acknowledged his indebtedness to David. Certainly 
without his friendly prodding and advice, the world may never have had what 
many consider the most agreeable violin concerto ever written. 

As expected, David was the soloist at the world premiere which occurred at 
a Gewandhaus concert on Mar. 13, 1845. Mendelssohn, then resting at Frank¬ 
fort, was unable to conduct the Leipzig premiere, his place being taken by the 
Danish composer Niels Gade. The great success of the new work no doubt 
largely accounts for the ovation given Mendelssohn when he returned to Leip¬ 
zig for his first concert on Oct. 5. Besides the stormy acclaim of the audience, 
the orchestra gave him a welcoming flourish. 

Although the E minor Concerto has already rounded out a century of active 
life, the music still bears what one biographer rightly calls “the charm of eternal 
youth.” One might go a step further than Stephen S. Stratton, who observed 
that the Mendelssohn Concerto “has no rival in popular favor save those by 
Beethoven and Brahms.” In sheer popularity the Concerto probably stands first, 
or, at any rate, has stood first for long periods. 

The work is typical of Mendelssohn’s polished art. “As perfect as can be” is 
the way a biographer describes it. In classical poise, melodic suavity, and refined 
romantic feeling, it is an epitome of Mendelssohn’s style. For emotional breadth 
and daring one naturally goes to Mendelssohn’s more ebullient contemporaries. 
Finesse, cultivated taste, and an unerring sense of the appropriate were among 
his chief attributes. Romanticism in Mendelssohn took mellow, often elegiac, 
expression. Rugged strength and depth may be missing from his music, but the 
gallant savoir-faire and humanity remain a needed counterpoise to recurring 
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slovenliness and insincerity. Mendelssohn is the gentleman par excellence of 
music. Since there was no room for gentlemen in the Nazi hierarchy of art, 
he came under the early ban of the “Aryan” supermen, and whole nations were 
soon denied the steadying, refreshing solace of his message. A speculative 
remark in Stratton’s biography, first issued over forty years ago, takes on grim 
prophecy when viewed in the light of subsequent events. 

If the productions of Mendelssohn could be completely blotted out would 
there be no blank in the world of art? Assuredly there would. Take away 
Elijah, the Violin Concerto, and the Hebrides Overture —to name only three 
typical works and the machinery of the concert giver would be thrown out of 
gear. The world has not done with these yet.” Emphatically not! 

The three movements of the concerto should be played without pause. The 
first (Allegro molto appassionato, E minor, 2/2) offers in the solo instrument, 
after one prefatory measure, the broad, patternlike chief subject. A transition 
theme is announced by the orchestra and taken over by the solo violin. The 
second subject, quiet and yearning, is given, out softly in G major by flutes and 
clarinets in harmony above a long-held organ point in the solo instrument—its 
lowest note, G. In the development section the first subject is worked over and 
the cadenza is introduced before the recapitulation instead of after it. 

From the tempestuous ending of the coda a dramatic transitional passage 
leads to the second movement (Andante, C major, 6/8). Here an irruption of 
untimely applause is fatal to the effect intended by the composer. The solo 
instrument sings the broad, pellucid chief theme of the Andante. There is a 
middle section, resdess and impassioned in mood. The first part is repeated, 
with an altered accompaniment for the solo vi olin 


A short connecting movement (Allegretto non troppo, E minor, 4/4) intro¬ 
duces the finale (Allegro molto vivace, E major, 4/4). This brilliant rondo, 
beginning with calls of trumpets, horns, bassoons, and drums, to which the solo 
instrument replies with garlands of arpeggios before giving out the spirited first 
subject, typifies Mendelssohn in the joyous and elfin vein, but with an under¬ 
current of a deeper and more serene contentment.” 


L. B. 


Overture, "The Hebrides” ("Fingal’s Cave”), Op. 26 

As the result of Mendelssohn’s visit to Scotland in August, 1829, two composi¬ 
tions were born, The Hebrides Overture and the Scotch Symphony. The 
composer, then twenty years old, made detailed sketches, musical, as well as 
pictorial, of the interesting things and places he saw and, of course, the two 
afore-mentioned works are represented frequently enough in his notes. 

The Overture, also known as FingaVs Cave , has let loose the torrents of Elise 
Polko’s fancy in her Social and Artistic Biography of Mendelssohn , and she sees 
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in the music “amid all its sportive strains Mar? Sitiati s cut icing* alluring eyes 
as they looked forth in bygone days from the ivvmuuukM windows of the 
palace of Holyrood, when listening to the tones of; her faithful minstrel Ri?,zio*$ 
lute.” 

Others have followed the composer’s own program, sensing a musical pic* 
turization of FingaPs Cave, that and nothing more. 

On his return to Berlin, Mendelssohn was assailed by questions concerning 
the Hebrides. Whereupon the composer is alleged to have answered, “It cannot 
be told, only played.” He then sat at the piano anti played the theme and as 
much else as he had sketched until then. 

He took all the material he had collected to Italy, ami m a letter to his sister 
from Rome, dated December, 1830, he announced the completion **t, the piece, 
Yet two years later the number was not “quite right, M he wrote I mm Park 
“The middle portion in E is too stupid, and the whole working out smells more 
of counterpoint than of train oil, seagulls, ami salt fkh, am! must he altered,” 
he continued. 

Finally the Overture was given its initial prfortnaiice by the Philharmonic 
Society of London, at Govern Garden, on May 14* foil It was an immediate 
success. 

The score calls for wood winds in twos, two horns, two numpm, tympam, 
and strings. 

© 1 i% m 

mm 1## m% 

Overture, "Zum Marchen von tier schonen Melasma” ("To 
the Legend of Fair Melusina”), Op. 32 

Though appearing first in the medieval Cfiumu Irs id Poitou, thr legend of 
the Fair Melusina early crossed the French borders .uni hri amr the cornnum 
property of all lands. The romantic C Jet man vvtiret Tw«k umteunl a highly 
imaginative version, and in time the tale found its way tuto ojteta, symphonic 
poems, and even piano literature, Tieck's version is regarded as one of Mendels, 
sohn’s sources of inspiration. 

Briefly, Melusina, for an aet of sorcery against her own father, was condemned 
to a hard fate by her mother. Every Saturday she i*v.uur a mermaid. Soon 
Melusina met and married (Mum of I.uaignan, vs ho agtml not to see her on 
Saturdays. But one day he took a {wek and the ‘.met was out. Melusttu was 
promptly banished. In revenge, she haunted latsign.m tastir ever after when¬ 
ever death impended. The .superstition long lingered in mtatit parts of Ffimec, 
where ominous sounds hearrl at night were regarded as let cro Jr Miltime. 

Mendelssohn is said to have become interested in the legend after seeing a 
picture of Melusina “as a mermaid" at Dmseldmf Pm j» was from that city 
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that he wiotc to his sister Fanny on Apr. 7, 1834, explaining that he had written 
the overture for Ronradin Kreutzer’s opera Melusine, produced in Berlin on 
Feb. 27, 1833. What attracted hint, it .seems, was not so much Kreutzer’s score 
as the lady singing the title role Amalie llahnel. Mendelssohn found her 
charming and lovely. According to Sir George Grove, the first performance 
was at Diisseldorf in July, 1834; according to others, at a Philharmonic Concert 
in London, on Apr. 7 of the same year. 

Schumann, writing alter a Leipzig performance of the overture, warned 
listeners^ against attempting to follow the tale too literally in Mendelssohn’s 
music. One must not here, any more than in the overture to Shakespeare’s 
Midsummer Night's Dream, wish to trace so coarse a historical thread all 
through,” he pointed out. “Mendelssohn here portrays only the characters of 
the man and the woman, of the proud, knightly Lusignan and the enticing, 
yielding Melusina. But it is as if the watery waves came up amid their embraces 
and overwhelmed and parted them again.” The music also reminded Schumann 
of “those fables of life deep down beneath the watery abyss, full of shooting 
fishes with golden scales, of jxxtrls in open shells, of buried treasure, which the 

sea has snatched from men, of emerald castles_” That Mendelssohn himself 

thought of his overture along the same lines may be gathered from the letter 
to his sister dated Jan. 3U, 18W». lie speaks of the music as dealing with “red 
corals, green sea namsters, fairy palaces, and deep seas.” 

1 hree chief themes can Ire distinguished in the Overturei Melusina’s, apjrear- 
ing first with rippling arpeggio figures anil then in more sustained lyric guise; 
the ( aiunt s theme, introduced by the first violins, and of minister spirit, and 
an easily identified * love theme, also announced by the first violins and then 
dcvelojied over the undulating support of second violins and violas. The 
arpeggio figure in the Melusina theme is used by Wagner in the Rhine- 
daughter music of both Das kheingohl and Gikterdummerung. 

x» n# 

Overture, u Ruy Bias,” Op. 95 

Ik I’KinmAfiY, IN W, representatives of diet Theatrical Pension Fund at Txipzig 
a.skctl Mendelssohn to write Am overture and a romance"’ for a charity per- 
formant e of \itior Hugos play Buy BLu* which was scheduled to lie given 
on the following Mar* 11. Although he was loaded down with work, he was 
ready to comply with their wishes, for he felt the cause to he a worthy one. 
When he read the play, he pronounced it “detestable and beneath contempt,” 
so, as a sou of compromise, be wrote only the “romance”'-in actuality a chorus, 
which was delivered some weeks later, 

ln^a letter thanking him for his kind contribution, the directors of the 
Pension Fund {tetloimauee also mentioned that apparently they had not given 
him enough time to uunfimc an overture. Later Mendelssohn said; 
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This put me on my mettle, I reflected on the nuttier the s*uuc evening* and btjp& 
my score. On Wednesday there was a concert rehearsal* which occupied the whole 
forenoon. Thursday, the concert itself, yet the (hertore was tit the hands of fa 
copyist early on Friday; played three times on Monday in thr vntuert room, tried 
over once in the theater, and given in the evening as an introduction to the odious 
play. Few of my works have caused me more amusing excitement, 

0# &» 

Overture to the Opera "The Wedding at Camacho** 

Completed in August, 1825, Die Hoe treed Jr/ Owac/a* \ The Wedding of 
Camacho) is an opera in two acts with a libretto by Mrndekvohiris young 
friend Karl Klingemann. The subject is taken from att episode in Don 
Quixote . 

Klingemann, a member of the very exclusive cotrne of h irtnh Mtrrmtmling 
the composer, used to write little verses of all kinds vvltnh Mrudclwtm pro* 
ceeded to set to music. It was sport for the two young men, and they used In 
indulge in a great deal of horseplay over their silly udlihoialums. 

An attache of the Hanoverian legation in humIon* khugrmatm somehnw 
hit on the fragment from Don Quixote and managed to nuke a nvo act libretti) 
of it. As blithely as you please and with a hhmctuws that was Muiaitrrwtii* of 
him, he made Don Quixote a serious hero in full |«mrvaoii o! all tin ktatlriei 
This transformation, of course, could scarcely slop Meudrlv.* hit from srtltitg 
the libretto, particularly since in those days he might rvm Swvr mumated m 
almanac. Anyway, a performance of the work was given at tlir Mrtnlekwhft 
family's home in Berlin. Eduard Devrient was our ut the mtrtptefrrx, hut his 
heart was scarcely in his work. Mendelssohn, as 4 maun of hut, had irjmed 
a libretto of DevrienPs* based on Torquato Tasso's < let ondem me tahrm 
(Jerusalem Delivered), and the compose! aurpfaiur of what tSr singer con¬ 
sidered a greatly inferior work made the dtvtpj»4ii!fnrti! all the keener, 
Klingemann, it can be imagined, was ecstatic* 

But though the opera was liked by the group of liirndlv tnirwtw it was m 
entirely different matter when the RoyalOjrra gave n two yens litrr* The 
piece was submitted to Spontini, then getirtal mow. dnn mi ot ?hr Royal 
Opera, by Mendelssohn himself. I he Italian uaiijnsn, a r ariim i at and imlotn 
individual, if the say*so of his c«nuetstporanrs r* ?m be talrn lunalh* fount) 
many faults with it. There were delays and iomjdu a'mm a ad kuuk Dually* 
a date was set and the work was given {again watt t )rs $ I m die ituiftitcf 
theater, instead of the large auditoriittn, on Api, K*;\ 

The loyal adherents of the composer were all preoum They all applauded 
mightily. But Mendelssohn knew it was thru htnid^rp tor lorn that math 
them do so. He was sifting a little away from tfir odarr 4 He to listen 
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to the opera objectively, critically. What he heart! was not encouraging. He left 
the hall in great haste before the final curtain. 

At the uni, the audience called lor the composer. The clamor increased, but 
no Mendelssohn. Finally Devrient, making a guess at what had happened, went 
beioie the gathei ing and apologized lor the absence til his friend. 

The next day, Mendelssohn saw the newspaper reports. The line “for a rich 
mans son it iun lair endeavor practically drove him mad with its smugness. 
Anothet wmte, l his has in no way enhanced the greatly overrated reputation 
of Herr Memlelssohn Bartholdy. Let him return seriously to his studies and 
think of composition as a serious profession.” 

'Ihere was talk, tor a time, of a repetition, hut nothing came of it, much to 
the composers satisfaction. In fact, the opera was not given again during his 
lifetime, and, tiddly enough, the next complete stage performance occurred in 
Boston, on Mar. I’), l,SMS, 


Excerpts from the Music to "A Midsummer Night’s 
Dream” 

(a) Overture, (hi Nocturne, (e) Intermezzo. (d) Scherzo, (e) Wedding 

March* 

In 1N2k when Mendelssohn was barely seventeen, he reach together with his 
sister Kmny, translations* by Sehlegel and Tteek of Shakes]: icareb plays. As a 
direct result of those sessions, Mendelssohn wrote the Overture A Midsummer 
Nick's Dream. Hiller remarks cm the composer's devotion to that music and 
of “How in his spare time between lectures at the Berlin University lie had 
gone on extempirr/htg at it on the piano of a beautiful woman who lived close 
by; for a whole year, I hardly did anything else, 1 he said; and certainly he had 
not wasted his time.” 

Written first as a piano duet, the Overture was performed for Moscheles by 
the composer and ItK sister on Nov* 1% INK Later it was done by an orchestra 
in the gulden house til the Mendelssohn estate* Publicly it was first played at 
Stettin in February* IN!/, when Karl Lowe conducted it from manuscript. (It b 
interesting to note that a critic who reviewed the work in the publication 
Harmomeum of the following December could find little of use in it.) A 
London audience first heart I the pine, at the Argyll Rooms, on June 24 
(Midsummer Day), INN, with 1 amis Diouct to conduct. It was given its initial 
perfounancc in conjunction with the Shakespeare play at (Invent Harden 
in 1840 , 

When in IH*H King Frederick William the Fourth of Prussia commissioned 
Mendelssohn to write incidental music for the plays Antigtme, A Midsummer 
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Nighfs Dream, and Athalie —which were to be produced in September of that 
year—Mendelssohn composed the rest of the score, which now, together with 
the Overture, comprises the music to A Midsummer Nighfs Dream. 

The production complete with this incidental music was given in the theater 
of the New Palace at Potsdam, on Oct. 14, 1843. The first concert performance 
took place under Mendelssohn’s own conducting in London, on May 27, 1844. 
The score was published in June, 1848. 

Altogether the music to A Midsummer Nighfs Dream consists of thirteen 
numbers: I. Overture; II. Scherzo; III. Melodrama and March of the Elves; 
IV. Song for two solo sopranos and choruses of women’s voices; V. Melodrama; 
VI. Intermezzo; VII. Melodrama; VIII. Nocturne; IX. Melodrama; X. Wed¬ 
ding March; XI. Melodrama and Funeral March; XII. Bergomask Dance; 
XIII. Melodrama and Finale. 

Of the various sections of incidental music to A Midsummer Nighfs Dream 
only five, as a rule, are played in the concert hall, although there have been 
performances of the score as a whole. The five include the Overture, the Noc¬ 
turne, the Intermezzo, the Scherzo, and the Wedding March. Of these the 
Overture and the Scherzo are the most frequently performed. 

The Overture (Allegro di molto, E major 2/2) for all its grace and lightness 
is a very compacdy made work. It establishes its thematic material almost at 
the beginning, develops it, introduces other themes pertinent to the subject 
matter of the Shakespeare play, and concludes with a charming coda. Of this 
perennially youthful music Sir George Grove said that Mendelssohn had 
“brought the fairies into the orchestra and fixed them there.” And, coming 
right down to it, none may deny the piece its bristling imagery, gaiety, and 
romance. Yet it is possible that Grove, on making the statement, overlooked 
completely the fact that Weber had “brought fairies into the orchestra” some 
time before Mendelssohn turned the trick; in January, 1826, to be exact, when 
he first put pen to paper on behalf of Oberon. Furthermore, the opera was 
completed in April of that year, several months before Mendelssohn’s Overture. 

The Scherzo (Allegro vivace, G minor, 3/8) comes between the first and 
second acts of the play. It is scored for two flutes, two oboes, two clarinets, two 
bassoons, two horns, two trumpets, kettledrums, and strings. The section has 
two main subjects, the first—carrying a subsidiary one—is announced by the 
wood winds at the beginning, and the second by the strings in unison. 



Gian-Carlo Menotti 


BORN: MILAN, ITALY, JULY J, 19U. 

Menotti represents something of a phenomenon in American music; 
before he was twenty-six he had completed, and seen produced ,, an 
opera ( Amelia Goes to the Ball”) of such sparkling gaiety and 
charm that it disarmed all criticism .— John Tasker Howard. 


Overture to the Opera "The Old Maid and the Thief” 

Ir. Menotti composed his first opera—a “childhood venture”—when he was 
even, in Italy. The second was Amelia Goes to the Ball. The Old Maid and 
i<? Thief was his third. A fourth was The Island God and a fifth, The Medium. 
or all these he provided his own librettos. Amelia Goes to the Ball was 
roduced under the aegis of the Curtis Institute of Music, in Philadelphia, and 
roduced in New York at the New Amsterdam Theater on Apr. 11, 1937. 
he Island God was commissioned by the Metropolitan Opera Association, 
hich produced it on Feb. 20, 1942. His latest opera The Medium, , the result 
a commission from the Alice M. Ditson Fund, was given its premiere at the 
rander Matthews Hall on May 8, 1946. 

The story of The Old Maid and the Thief revolves about three main char¬ 
ters, Miss Todd, an old maid; Laetitia, her servant; and Bob, a handsome 
»ung tramp. There is also Miss Pinkerton, another old maid, who is the town 
>ssip. 

Bob, seeking a handout at Miss Todd’s house, makes a very favorable im- 
ession, first on the servant and then on Miss Todd. Pity and a variety of 
tier reasons deeper rooted—prompt the women to shelter him. He is ex- 
lined off to Miss Pinkerton as a cousin, and this is satisfactory to Bob, who 
st does not seem to care. 

Miss Pinkerton rushes in with the information that a desperado has broken 

1 in a near-by county and is believed to be hiding in the town. Of course, 

2 two women who harbor him think Bob is the man, but they like having 
n around, so they say nothing to him about the escape. They dance attend¬ 
ee on him, even to providing him with what has always been a tabu in 
ss Todd’s house, liquor. What is more, they steal it, because they just could 
t be seen walking into,a liquor store, you know. Of course, everyone in the 
lienee is certain that Bob is not the desperado, even though he later proves 

innocence to the maid, anyway. 

Vfter a night of solitary tippling, he resolutely announces his departure, 
ss Todd—with romance fleeing—threatens, she storms, she will call the 
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police and rushes out to do so. And Bob, realist that he is, picks the house clean 
of all valuables and, with Laetitia as companion, strikes out tor other parts. 

The score contains two particularly good arias, Laetitia s Steal Me, Sweet 
Thief” and Bob’s “I Must Wander Again:* The music L melodious mi 
effervescent, generally of the opera-bulla persuasion, not without, however, 
some incursions into a more modern idiom. 

The Old Maid and the Thief was commissioned by the National Broad 
casting Company as a “radio opera.” It was fust performed on the air on 
Apr. 24, 1939, and made an immediate success. However, the Overture was not 
written until later, and it obtained its premiere when the Philadelphia Opera 
Company gave the opera its initial stage presentation, 

Gian-Carlo Menotti comes of a family of musicians. As a child he took part 
in many chamber-music sessions with his brothers and sktets tm of them. 
His mother was his first teacher, and his early training sttrwd file classical? 
he recalls that his mother used to teach the old Gregorian chants to the local ” 
peasants. Mr. Menotti has reversed a usual procedure in that hr came to this 
country to complete his musical education. In PCN hr rmotlrd at the Curtis 
Institute of Music, where he studied compMtion with lima? to Sealcro, He kn 
lived in this country ever since, 

A Guggenheim Fellowship, recently awarded, will enable him to compose 
another comic opera The Last Superman, ahum a gill who *±rrks a primitive 
hero, finds him in India, and brings the prize with Iwi to New YorL 

taa 

Suite from the Ballet "Sebastian*' 

This Suite stems from the score Mr. Menotti wrote M r}$r lulln Srfwtm, 
produced by the Ballet International at the Into tuoonal Thr.urn in Novem¬ 
ber, 1944. The composer was also mpomiblr hn dir vmiuno of f|?r }itltcf,a 
tale of magic rites, superstition, and wtuhuaU m toiutmith mmmv Venice 
Edward Caton composed the choreography; Olivet Smith d^agned die vrmitgsj 
and the costumes were done by Milena, 

The Suite consists of five sections, Mmrodtt* HonA 0 ; ?n uoSlr/* H $tm 
Fight,” “Cortege,” and “Pavane.” htperriy eomhmmc elrnwia** of U*di trail- 
tional and modern styles, the score is csjrcwlly uitrtul and, viudK on best rated 
Mr. MenoctFs mastery of such a time hujtmrd deice 40 ,i fu^im « cult* 
vincingly illustrated in the section “Street Fight/* wh-re Ik oiuvcih if tti a 
sparkling and rhythmically energetic piotorypr of die ‘i,tgr t mu, For all ill 
present-day pace anti style the music, in genet ai, * 1 *r *, ma N k a giatrltili ttitc 
might say, medieval atmosphere. Nor does it wain emotion i! mmiraiv . ! 

1 he Sebastian Suite received its Inst coinrrt pri ft am-im •>* wv fhr Pliilmf* | 
monic-Symphony at the Lewisolm Sulmm on Aug, \ V*t\ 

Smallens conducting. 

b ; 
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Nikolai Miaskowsky 


born: novogeorgievsky, apr. 20, 1881. 

The power and action of this music come from its dynamic idiom, 
which one could ascribe to a state of anxiety of various degrees and 
colorings: from timorous apprehension to dread of the immobility 
of nature, of its terrifying silence and menace .— Igor Glebov. 


5ymphony No. 21 

''iff' M0ST P r ° llfic °f Soviet composers, Miaskowsky baffles attempts to classify 
i*** as symphomst. His early compositions moved a Russian critic to label him 
:h& naturaI on ty successor of Moussorgsky and Tschaikowsky.” Then the 
-cl*- s ^ a ^P individuality in color or technic served to shift attention to 
f i£J skowsky’s grasp of form. He was grouped with the “absolutists.” The 
t- e v^ ence °f macabre moods in the Sixth Symphony seemed to indicate a trend 
>x*rard the symbolism of death.” Miaskowsky was now dubbed a “modern 
logical Dostoevsky.” The Eighth Symphony dispersed the gloom with its 
Clicking folk themes, and the Ninth and Tenth, in light, unaffected vein, 
>rl firmed the change. ’ 

Ic is said that with his Twelfth Symphony Miaskowsky frankly attested faith 
. the October Revolution through an avowed tribute to “the Soviet village.” 
He formerly somber and aloof composer had been swept into the whirling 
Lrrent of the new society. Still, Nicolas Slonimsky associated him with the 
oscow, or romantic, school of Soviet music, i.e., with the older generation 
presented by Ippolitoff-Ivanoff, Gliere, Vasilenko, Gnessin, rather than with 
e younger and more dynamic set in Leningrad, recognizing, however, that 
iaskowsky had discarded his “inherent romanticism” and “switched over to 
yiet thematics.” As for Miaskowsky’s own esthetic credo in symphonic 
"iting, he proclaimed it in 1939 in reply to critics who were hailing his 
Eteenth Symphony as a testament of good cheer: 

VTany commend my Fifteenth Symphony for its cheerfulness and its lyrical feeling, 
t such things do not constitute the language that I seek to express as a musical 
at ° r °f our day. I do not know what this language should be, and I hold no 
^^jyla in the matter of its creation. Neither folk song nor the melodies of cities 
L be the sole ingredients of the language used by Soviet realism. 

^h-askowsky dedicated his Sixteenth Symphony to Soviet fliers, and his 
F * een di to the twentieth anniversary of the October Revolution. In both, the 
^ Reeling is again a dominant feature. 
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In his Twenty-first Symphony Muiskuwshv h.ts c\ uiruilv ultima! the trend 
first manifested in the Eighth, where he utilized to!h themes, though without 
tossing them bodily into the symphonic fabric, In a communication to The 
New Yor\ Times the composer Serge Prokofietl credited Mi.t.skmvsky with 
aiding in the discovery of a hitherto tmtap[>ed vein of folk music in one of the 
small Caucasian republics. The Symphony is based in patt on fragments of this 
native material* 

Miaskowsky’s symphonies vary considerable in length* some bring of the 
standard four-movement duration, others of little more than Hill si/.e overture 
length. The Twenty-first, one of the shortest, is in one movement, Though a 
central theme unites the symphony, or ASymphonv FanuwA trnip* ami feeling 
shift in clearly defined divisions. The chid theme, tcuiltiv inogffi/cd tiy its 
wide-spaced intervals, is built up with dramatic h*u r t\ An rnsrodiu Hon in fugat 
form precedes the main Allegro theme, followed he a *w episode, thm *1 
section in scherzo style, and finally the recapitulation, 

The Twenty-first Symphony brought Mtaskuwslv* who had earlier tea 
made Honored Artist of the Soviet tdnion, the !*dl Sialin Music Prkt 
Alexander Hauck had led the work! premiere in the Twhatkmv*»ky Concert 
Hall in Moscow on Nov* 16, WO. A Leningrad mUmml tn the 

spring of 1941, the occasion being ;t serin of u?mrm tnrwtitg Soviet Sym* 
phonic Music. Prokofief! reported that during the war MuAmvsky devoid 
himself to composition, “with all the passion of 4 girai atm?A Symphonies 
Nos. 22 and 23, composed partly in Moscow bomb have jtceti 

pleted, along with two string quartets and a sonatina* 

Bernard Herrmann conducted the American ptcttirtr nf Svmphnny No. 2! 
with the Columbia Broadcasting Symphony on Aug. M t t s HA as pan af a 
Russian-American Festival of Musk emplom‘/t% Adut the modem Srwt 
composers are doing in war time A 

Howard Barlow conducted the first Ametkvm uan nt |nt«atiiaiiir with tie 

New York Philharmonic-Symphony mi Nov* % FHA 











Joanus Milhaud 


born: aix, 1 ‘rovknce, France, sept. 4, 1892. 

Springing from a native lyricism, his music always sings. Whether 
he composes a five-act opera or a two-page song, this singing quality 
is paramount. The music flows so rationally that it seems to have 
been improvised rather than composed.— Aaron Copland. 


"Suite Symphoniquc,” No. 2, from Paul Claudel’s play 
"Protee" ("Proteus”) 

L Ouvcrturc. If, Prelude « Fugue. Ill, Pastorale. IV, Nocturne. V, Finale, 

Consisting of live pieces drawn from Mr, Milhaud’s incidental music to Paul 
Claudels mythical fantasy, the Suite Sytuphonhfttt, No. 2, was first performed 
in Paris on Oct. 24, 1**20* at one of the Concerts Colonne directed by Gabriel 
Pierne. It was introduced to America by Pierre Monteux at a concert of the 
Boston Symphony Orchestra on Apr. 22, mi Of both the play and the music, 
Mr, Milhaud uimmumcates the following: 

I aul i Jaudel $ 1 rutit is a satyrle drama, a strong mixture of truculent gaiety and 
pejetry, I wrote three dufetmt versions for the play, the first in 1913 after a meeting 
with Claudel at I Mlcr-tn, Germany, when he had just finished writing Protit, This 
was for chorus and orchestra, consisting merely of pieces necessary to the drama. 

In 1916 the actor Gender planned a performance of Pmtie in a circus, and I 
reawed the made for smalt orchestra. When the, TWatrc au Vaudeville produced 
lyric works in 1**19, Prut it was announced for production, I was asked to develop 
the music, add some preludes, and use a larger orchestra. But the TWItrc did not 
continue, and it was not dll later on that Pro tit was finally produced in certain 
universities, among them Groningen (Holland), the Borbonne (Paris), and the 
University of Geneva, 

The Suite is made up of five pieces from my last version. The set consists of 
an “Ouvernire” in a tango hahafirra rhythm; a “Prelude" (very fast) and “Fugue” 
(for brasses, with the rest of the orchestra sustaining them), a “Pastorale,” using the 
rhythm i i 2; a “Nocturne** in 9/g dine, which has also been used for a pianceand- 
violin piece called I*e Ptttttrmpi,” and a “Finale,” of a strong and bright character, 

tduudel s dramatic poem has been dcserilml as depicting “with touching 
pathos and lyric expression the hojxdrss love of the old man Proteus for a young 
girl. T here 1% a satiric strain, too, a mockery that assails the unhappy swain from 
alt sides, even from the birds of the air anti the seals of the sea” In Greek 
mythology. Protein was an old ptophet who dwelt In an island cave in die 
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Aegean Sea and tended the sea god Poseidon s herd of seals. He could change 
himself into any beast or element; hence the ad festive ptoteati. 

There is some picturesque background to the Suite Sytnphomque , No, 2, that 
Mr. Milhaud has modestly refrained from enmmutmaimg. In fast, its world 
premiere at the Concerts Colonue was something of a lustoi is *h % avion, since it 
involved two phenomena rare in concert lull annals an appeal to die police 
and an attempt to arrest a music critic. M. Herne had just tinohed conducting 
Bach's Brandenburg Concerto No. S. 1 he audience sal through it with model 
calm and absorption. Nothing suggested an impending upheaval thru came 
Mr. Milhaud’s innocently entitles! novelty. At tint rhne \wtc only indignant 
mutters. But a chorus of sharp jeers broke out at the end oi stir "t Htvcmtre “ 
After the “Prelude” and “Fugue” the hissing and sshealing weir *«» lotui that 
M. Pierne lowered his baton and appealed lor quiet. “IV so good as to nuthome 
us to continue the program as primed,” he beggrd, 1 hr pica tell on deaf ears. 
The hooting only increased, completely drowning utt* what Have applause 
came from the Milhaud wing. 

Finally, the police were called in. The lukottv f mtemU wnr dram! of 
dissenters, and a dramatic attempt at the lonihlr jcnmvul of a vioa was mack 
His tender feelings affronted by the music, M. lh amour *4 Lr mm 

in the vanguard of the rebels. “I was on the point *4 bring dtlmued to the 
secular arm charged with the expulsion of ilir hctcmC* hr iclisrd in hi* 
column of Oct. 29, “when our eminent colleague* M. Ibmt Sondav, valiantly 
intervened, attesting the indisputable right of rvm loacori to mamfrst lib 
opinion, and thus successfully appeasing the guanhan of thr pr.nr/* M Bran* 
cour was not to he cheated of his revenge, *1 will m«*i hunoi thiv pitiful piece of 
insanity with an analysis,” he affirmed haughtily. “It r* low, tuvul, and grossly 
blustering,” He gave the mimticr of tbov applauding a want two dinea, 
describing the rest as “openly expressing thru rvnpa aMmu” He quoted frcim 
die program that the music was intended to “dimmer ,4 irpavr ul *rak» a kind 
of nocturnal bacchanale compounded of sdciwc.” Sh \ M, lliaiuoiu *ummcitfdl 
parenthetically: “Would that the goth had %mt fit to oqTur this titiparalteW 
chaos of noise with silence,” M, Braucotir uatld aKo }m» m pirns. 

At the Concert Colonnc of the following Saturday, t h u bg M, Pintir %tw fit 
to repeat the Suite Symphonique* The halt wav iammrd. i'muroiy writer* 
flocked to the event, expecting to wmmi fredt rvpkvmn* .4 irrUtni* Tfm time 
Pierre de Lapommeraye went as rcprcwnrativr of l.r I Une^nt I it tv not known 
whether M. Brancour again attended in an mMihtal # uy.r e% g 

“Let me report at once,” wrote M, Lapottitnn nr on N^v^nTrr a "that there 
was no demonstration. I lowevtr* we were now dovumrmrd la, d$r ptogiam 
on M. Milhaud’s polytonality.** Of dm Tititlmni emhemiri) 

the Minestrel reviewer wrote: 
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The composer had .he ironic idea of parodying a classical fugue with the trom¬ 
bones I he opening,! rankly amusing in its coarse gaiety, gets complicated with 
mingled tonal,ucs. Detects anse. as in Beckmessor’s song in Die Masnrsinvn, 
It is then that ,t misses the Ironuers of the possible and cacophony takes over, 
prolonged and pamiul. One leaves all this with a vile headache, scarcely soothed by 
the oasis ircshncss at the “Pastorale.” 

It: Mr. Milhaud was at all put out by the reviews of Messrs. Brancour and 
Laptimtueraye, he probably consoled himself with the thought that earlier 
breach critics had used language no less devastating about the First Symphony 
ot another young firebrand of music Ludwig van Beethoven. 

Despite the early Blasts against it, the Suite SywpJwnu/aewxs widely per- 
formed m the early twenties, Mr. Milhaud himself conducting it severaftimes 

if ‘ U,, \ C n‘ S l> * lS(lt ' !< ' u J , {1>aris >' * ,s w11 «* Brussels, Amsterdam, London, 
Berlin, and Prague. Both Willem Mengelberg and Serge Koussevitzky directed 
it in batrope. Shortly after Pierre Mottteux brought it into the repertory of the 
Boston Symphony, Frederick Stock added it to that of the Chicago Symphony 

The Suite Symphtmuftte is dedicated to Alberic Magna,xl, a lonely French 
composer of quiet, peaceful temperament, who was slain by the Germans on 
Sept. X BB4* in a stubborn tldettee of his country house at Baron (Oise). The 
work i* scored for tluee flutes (third flute interchangeable with piccolo), two 
oboes* hfi|»hsii horn, two damns* bass clarinet* four bassoons* four horns, 
three trumpets three trombones* bass tuba* tympani, bass drum* tambourine* 
cymbals* triangle, fuurt, celesta* harp* and strings* 

Paul Claudel was one of three significant French poets in Milhaud’s career. 

I m atnOonqioser worked together in the French legation in Rio dc Janeiro 
from l‘>17 to P'D. Between diplomatic assignments they collaborated on works 
for the theater, brum Milhaud’s own admission, one gathers that Claudel intro¬ 
duced turn to a new outlook on art, one that was “alive and sane.” Previously, 
Milhaud had set verses by brain is Jammes, who apparently exerted a sitting 
influent e in drawing him away from the impressionism and symbolism long 
prevalent in French art. “The verse of Ja,times," Milhaud confides, “led me out 
of the symbolists fog .uni tevealed to me a utw world to he captured, merely 
by opening one’s eyes." Unlike Alexander, Milhaud has always managed to 
had new worlds "to lie taptuml." His collected works read like a combined 
Baedeker anti seven-arts compendium, with Brazil, ancient Greece, Mew York 

night iluhs, shimmies, jazz, Russian ballet, Aeschylus, and Christopher Go- 
hmuuts in< linlnl. 

The modernist poet Jean Cocteau enters Milhaud’s Parnassian trinity as a 
sort of publicity agent and patron saint of /.<-.• Six. Despite Milhaud's repeated 
efforts to minimize die importance and unity of the group, "The Six" are a 
cardinal number in the Milhaud register. France's I.<\< Six arc distantly related 
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to “The Five” of Russian nationalist music. Eric Satie joined Cocteau in offer, 
ing shrewd counsel to the group of young rebels against Debussy aiul Prancfe, 
The six consisted of Milhaud, Honegger, l aillekw, Poulenc, Durey, and 
Auric. They followed no one program, though with curving degrees they 
stressed simplicity and brevity, recoiled from Drhitwutt impressionism and 
Franckian romanticism, and exploited fresh idiomatic material* like pa 
Custom and convention were anathema to this yocicfc Jr> m wmwr jetmes. 

Possibly the numeral originated in the ptiblkvtmnt of an mumhm album 
containing a piece of music by each of the six. In ativ case, l tent i i Allen writing 
in Comoeik on Jan. 1, 1920, greeted the composer sextet us the luduttgm of a 
“renaissance of French music." The article bote the title “law K ‘mtj Rttssa et 
les Six Francis.” 

Milhaud told OHn Downes in the course of an interview in fnlv, PMO: 

They had no single direction, since each, from the limning, wm 4 different 

individuality, strongly distinguished from the urlicts, iuu h Stas gone tit Ins hgient 
direction. But as regards public estimate of our position, I can trJJ yon that we have 
had recently our twentieth anniversary of the jpcMfr and trti %rM% ago we had 1 
tenth anniversary. ... I do not lielfeve that slogans or thrones or even very 11 m 
portant exterior events ever stem a creative aickfk output tor 4 itiftridmhle length 
of time. Creation is his instinctive way til rxptessmg titmvrk, . , , 

Thus Honegger perserves in his energetic development, The imtfdifk.mon of his 
style as he progresses is notable. . , . Poulenc, as u»n vturlv Ltiow, was a former 
pupil of Ricardo Vines, and a virtuoso, Hr has iticiin! fins 4i uutsplidirtirm t» 
effective use in former seasons in his very stiu'rvUtil m aunts with iVttr llarttir, 
the programs of which, because of their originality and miriest, have had wick 
patronage in France and all Europe, Choral compmutom Inis fremdy rngagnt 
Auric. An a cappella Mass is a striking contribution. 

Charming Germaine Tailleferre hat Itevofttr Madame Lugr.ti, wife and mother, 
but has not lost the freshness of feeling in her music, and b,o* witum 4 |ft«d drat 
for the films and also for orchestra. Hurry has not cumr out of he* irrttrmriil* wfar 
as composition is concerned. But he and the other* «t fir "S»V # had jmi rr*l 
artistically speaking, years ago. 

Auric has specialized much in film mum, of \%Uu h ! bnw%\//r and turrit Itiw 
also composed a great deal. 

Discussing the many-sided an of Milhaud *ts Sup v am! jmru* inn, its mm 
and buffoonery—Mr. Downes s|K*ctil;urd in hr* aim Sr mi wtm h i?i ttie tiilif 
Milhauds expressed in the cmtip^r’i muhitarmm \vml% was rim 
Milhaud.” tie wrote: 

For this laconic person who d m% not pretend to fr g iy or tn I ** 1 apatite d 
prophecy may well he what Unity Pninfem* ot$.r dru nfe'd tmn as firing: M t 
follower of the romantic tradition, whirr mum fnpr ivr 4 m%4 ida* 
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gious feeling which is likewise- found in Honegger, but which is entirely foreign to 
the preoccupations «1 the other musicians of the so-called “Group of Six.” 

Milhaud s one-act opera Matte, lor which his wife wrote the hook, enjoys the 
double distinction of being die Second World War’s first new opera and the 
last opera .to be given in a free Paris. The Nazis occupied the capital six days 
after the first performance on June 8, 1940, 


'Saudades do Brazil* 


Milhauds musical memories of Brazil grew out of a two-year sojourn in 
Rio tie Janeiro as attaclm of the French legation. Pan! Claudel, the French poet, 
was also on the staff. During those years, 1<U7 anti 018, musician and poet 
elaborated ,m works for the theater between their diplomatic assignments. 
Milhaud also made his stay worth while by a close study and absorption of the 
musical culture of the country. When he returned to Paris in 1921, he set down 
his impressions of the Brazilian capital in a dance series called Saudades Jo 
Brazil. 

Ihesc nttiUade'i or souvenirs consisted of an overture anti twelve short 
pieces. The premiere occurred later that year at the Theatre ties Champs- 
Jblysccs. Io \ ladimir Golschm.mn, who conducted, the composer wrote that 
the dances were ’memory ethoes” of his musical experiences in Brazil, evoca¬ 
tions of mood and atmosphere, not arrangements or syntheses of actual folk 
themes. It was tit Mr. Gokchm,turns suggestion that the pieces, originally for 
piano, were orchestrated for the use of the Loir Fuller Ballets. 

'Ihe compeer himself introduced excerpts from his suite to America in 1925 
when he apjrared as guest conductor of the Philadelphia Orchestra. He then 
informed Lawrence Gilman, die program annotator, that he "desired that these 
compsitiom he regarded not as reproductions of actual dames, but as music 
suggested by the dance rhythms of Brazil in the main by tango rhythms.” 
The Sarnia Jr < were to lie regarded as a kind of composite portrait of the dances, 
"to some extent idealized." 

Mr. Milhaud also pointed out that compeers have til ways been influenced by 
the dances of their priod ami place Bach by the saralumle and gavotte, 
Mozart by the minuet, Schubert anti Chopin by'the waltz, Stravinsky by rag’ 
time*. "So the younger mnt among contemporary composers,” he continued, 
have logically used the rhythms of the tango am! fox trot as suggestive patterns 
for their music.” 

As their titles would indicate, the sections of the Stiudadcf do Brazil are 
intended to depict separate districts, or tjuarticn, of Rio dr Janeiro. The twelve 
districts and their respective sat inns follow in this order: (!) "Sorocalto”; 
(2) "Botafogo"; (.5) "Lane”; (*f) "Copacabana”; (%) “Ipanema"; (6) "Gavca”; 
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(7) “Corcovado”; (8) “Tijuca”; (9) “Sumare”; (10) “Paineras”; (11) “Laren- 
jeiras”; and (12) “Paysandu.” The score calls for two flutes, two oboes, English 
horn, two clarinets, two bassoons, two horns, two trumpets, two trombones, 
tympani, bass drum, cymbals, snare drum, tambourine, triangle, and strings. 

Xj* b. 

"Suite provengale” 

Anime. Tres modere. Vif. Modere. Vif. Modere. Vif. Lent. Vif. 

Composed during the summer of 1936, the Suite provengale was premiered in 
September of that year at a concert of the annual Modem Music Festival in 
Venice. Milhaud directed and was again the conductor when the Boston Sym¬ 
phony Orchestra placed it in its repertory in December, 1940; the San Francisco, 
Los Angeles, and Illinois orchestras having already added it to theirs. The Suite 
had earlier made the rounds of the European capitals. Written for two flutes, 
two oboes, English horn, two clarinets, two bassoons, four horns, three trum¬ 
pets, three trombones, tuba, tympani, percussion, and strings, the score bears a 
dedication to “M. D. M.” Since Milhaud’s wife, the French actress and librettist 
of his opera Medee, is named Madeleine, it is safe to assume the initials are hers. 

Much of Milhaud’s variegated music stems from the region of his birth. 
Some have even traced certain lyrical traits to the influence of Provencal folk 
songs. Before the outbreak of the Second World War Milhaud frequently 
retired to Aix-en-Provence to work on his latest score. There it was, in Novem¬ 
ber and December, 1939, after two months of inertia following the beginning 
of hostilities, that he composed his Symphony for the fiftieth anniversary of 
the Chicago Symphony Orchestra. 

In writing the Suite provengale Milhaud said he employed “popular folk airs 
from the Provence of the eighteenth century,” some of which he found among 
the works of the seventeenth- and early eighteenth-century French composer 
Andre Campra, who, like himself, was born (1660) in Aix-en-Provence. The 
tunes, mostly in the markedly song-and-dance spirit of folk music, are briefly 
treated in a rapid sequence culminating in a broad vif section in 3/8 time, 
where the full orchestra is put to brilliant use. 

When Milhaud conducted the Boston Symphony, the program contained 
three of his compositions, each representing a separate style. This led Grosvenor 
Cooper In Modern Music to speak of “Three Milhauds.” One number. Cor¬ 
tege funebre, expressed the Milhaud of somber, tragic vein, the same Milhaud, 
i.e. f who had supplied music for Paul Claudel’s translations of Aeschylus. 
Another piece, the Fantaisie pastorale, proclaimed Milhaud “the mature master 
of intimate lyricism born of a chamber-music attitude.” In a totally different 
category was the Suite provengale . This reflected the Milhaud reveling In a 
“not displeasing boisterousness and a frank acceptance of rhythm, color, and 
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tunefulness, all of a sort sure to have popular appeal.” Here was a “certain 
unsophisticated quality too frequently absent from recent French light music.” 

"Suite frangaise” L ' B ' 

Tn » r i’" 4 s f u ,r ‘ n ^ s ' ™ « ivm ” ^ 

‘ ^ “ C . mtral Park on June 13, 1945, at the opening concert of the 

Goldman Bands summer season. Edwin Franko Goldman conducted. In a 
prefatory note to the band score Mr. Milhaud writes: 

The parts are not difficult to play either melodically or rhythmically and use 
only the average ranges for the instruments. For a long time I have had the idea 
of writing a composition fit for high-school purposes, and this was the result. In the 

whet’ r^ rT’ Ch °- rS ° £ ^ merkai1 hi 3 h schooIs > coll eges, and universities 
where the youth of the nation are found, it is obvious that they need music of their 

of theTdmposer. ffiCU 1 * neVertheless kee P in S the characteristic idiom 

In its subsequent orchestral arrangement, the Suite was heard the following 
month, on July 29 at the Lewisohn Stadium, on a Philharmonic-Symphony 
program conducted by Maurice Abravanel. Concerning the material used in 
is Suite, Mr. Milhaud added the following information: 

, Tl f fj C P artS of the “ Su ite” are named after French provinces, the very ones in 

^f e ? C k an and A - lhed armies fou S ht together with the French under- 

Zh P 6 . ratl0a ° f , my COUntry: Norman dy, Brittany, Ile-de-France (of 
which Pans is the center), Alsace-Lorraine, and Provence. ^ 

rh! nln r C f fV Une c °f theSC P rovinces - 1 wanted the young Americans to hear 

Jlhr r dl r ° d r ° f ° S x paftS ° f FranCC Where their fath ers and brothers 
fought to defend the country from the German invaders, who in less than seventy 

years have brought war, destruction, cruelty, torture, murder three times to the 
peaceful and democratic people of France. 

The Suite was recently performed by the Minneapolis and Chicago Symphony 
rc estras (Nov. 18 and 25, 1945, respectively). It lasts about fifteen minutes^ 
and the movements are marked: I. “Normandie”: Anime; II. “Bretagne”! 
^ ; „ in - Ile ' de ' France ”: Wf; IV. “Alsace-Lorraine”: Lent, and V. “Pro- 
vence : Anime„ The manuscript bears the closing inscription, “Mills, 
ecember, 1944, the allusion being to Mills College, Oakland, California. 


L. B. 
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"Le Bal martiniquais” 

I. Chanson creole. II. Bigtime. 

Shortly after the French West Indies were liberated in 1943, Mr. Milhaud 
received a sheaf of poems from the Governor of Martinique hymning the 
people’s joy over their recovered freedom. Along with the verses came several 
old folk tunes of the island dependency to which they had been adapted. From 
this collection Mr. Idilhaud made a little suite for piano and voice, calling it 
La liberation des Antilles. 

The composer has given the authors the following information: 

It was the collection of these tunes on which I had just worked that gave me the 
idea of a two-piano work entitled Le Bal martiniquais . I thought these two pieces 
could be orchestrated. As a matter of fact, following the Suite Frangaise which is 
based on French folk tunes, it makes a normal suite to end my little jantaisie on folk 
tunes of the French Empire. 



Douglas Moore 

born: oifraiooi’ii, i.on<: island, n. y,, alto, to, 1893. 

Moon’s music ts classical in style—at its />est when it is attempting 
to depict a definite program. Moore's touch is light and deft; his 
mu.\i< ha,\ sptir^le and sting; it is of a wide popular appeal without 
resorting to cheapness.—I )avid {{wen. 


"In Memoriam” 

CoMi’tisKD nt'KiNt; the summer of 1«H3, this work is in A-B-A form. The first 
section, ;i passacaglia, is based on a series of harmonic progressions. There are 
three variations, in the last of which the music rises to an impressive climax. 
Ihe middle section is free, a recitative of dramatic intent. The third section is 
a recapitulation of the first with the exception that the climax, though of greater 
impact, leads to a concluding passage, subdued and mournful. 

Mr. Moore says of Itis composition, "It is dedicated to those who die young 
and speaks of the bitterness of youth cut down in its prime, the irreconcilable 
loss to us and to them. I he. first and last parts consist of a dirge of mounting 
intensity. Ihe middle section is a soliloquy in which youth is imagined as 
shaking with longing for familiar things now lost." 

hducated at Hotchkiss School and Yale University, Douglas Moore studied 
music with Horatio Parker and David Stanley Smith. Aftet serving in the 
Navy during the Hist World War, he took instruction from Vincent d'ltuly in 
laris, b,tarsi Hindi in Cleveland, and with Nadia Boulanger, again in Paris, 
as the result oi winning a Pulitzer Fellowship. 

He joined the music faculty of (lolumbia University and in 1928 was 
appointed an assn. kite prolessor. In l'>?*f he received a Guggenheim Fellowship, 
which lie enjoyed .luring a year* sabbatical. Subsequently, he returned to 
Gulunibia and in Pdf) lircamc head of the music department, succeeding 
Daniel Gregory Mason. 

Mr, Moore has written several orchestral works, notably Four Museum Pieces 
(originally for organ, later transcribed for orchestra). The Pageant of P. T. 
Barnum, the symphonic poem Moby Die%. the Symphony of Autumn, and 
Overture on an American Time. I Ir has conqiascd chamber music, the grand 
opera White Wings, the "folk opna” The Devil and Daniel Webster, and a 
considerable ntimtrr of oilier pirrr^ 

kviiffi hv the Lire Lawrrnrr (nlman to explain Im Symphony of Autumn 
for the reader** of the Nru* Y or b Herald Tribune (May 17, hbll), he expressed 
hh artistic credo in the following word#: 

414 
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I feel very strongly that we are all of us overconscious today of the problems of 
idiom and esthetics. Most of us compose under the deadly fear of being either not 
modern enough or too modern. Too many of us worry about whether our music is 
properly a reflection of American, or suitably international, in order to please what¬ 
ever faction impresses us most. The particular ideal which I have been striving to 
attain is to write music which will not be self-conscious with regard to idiom, and 
will reflect the exciting quality of the life, the traditions, and country which I feel 
all about me. 



Modest Moussorgsky 

Born: karevo, Ukraine, Russia, mar. 28, 1835. died: st. Petersburg, mar. 28, 1881. 

Life, wherever it is shown; truth, however bitter; speaking out 
boldly , frankly, point-blan\ to men—that is my aim. ... 1 am a 
realist in the higher sense—that is, my business is to portray the soul 
of man in all its profundity. —Moussorgsky. 


"A Night on Bald Mountain,” Fantasy for Orchestra 

Gedeonov, director of the Imperial Theater, hit upon a great plan during the 
^vmter of 1871-1872; he invited Cui, Borodin, Rimsky-Korsakoff, and Mous¬ 
sorgsky to compose joindy the score for an opera Mlada, a fairy tale. The parts 
assigned to Moussorgsky consisted of music for several folk scenes, a procession, 
and another scene of high fantasy “The Sacrifice to the Black Goat on Bald 
-Mountain.” 

The composer, several years before, had done some sketches for piano and 
orchestra titled St. John's Eve, which it is said he revised for orchestra and 
chorus. That venture, unhappily for Moussorgsky, fell through. A later oppor¬ 
tunity to locate the number came in 1877 with his work on the opera (which 
he never finished) The Fair at Sorochints\. An intermezzo, “The Dream of the 
Peasant Lad,” was considered the ideal place for it. 

Rimsky-Korsakoff, after the death of Moussorgsky, undertook the task of 
revising the music, retaining the composer’s argument: 

Subterranean din of supernatural voices. Appearance of Spirits of Darkness, 
tollowed by that of the god Tchernobog. Glorification of the Black God, The Black 
Mass. Witches’ Sabbath, interrupted at its height by the sounds of the far-off bell 
3r the little church in a village. It disperses the Spirits of Darkness. Daybreak. 

The Bald Mountain referred to is Mt. Triglav, near Kiev, Russia. The 
.egendary Witches Sabbath is there held annually on St. John’s Night, June 24, 
Tie Feast of St. John the Baptist. The Black God, Tchernobog, as a black goat, 
presides over the revelry in this peculiar association of witchcraft and religion. 
Devils, witches, sorcerers, sorceresses, and all other evil spirits join in the 
.estivities on this night of nights when they are all “especially malignant.” 

Dedicated to Vladimir Stassov, the piece is scored for piccolo, two flutes, two 
>boes, two clarinets, two bassoons, four horns, two trumpets, three trombones, 
>ass tuba, kettledrums, bass drum, cymbals, tam-tam, bell in D, and the usual 
trings. 
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“Pictures at an Exhibition” 

[Transcribed for orchestra by Maurice Race! | 

Promenade. The Gnome. Old Castle. Tmtrtics. Hvdhw Polish Oxcart 

Ballet of Chicks in Their Shells. Samuel Gohienlteig and Kchimtyle. 

Limoges: The Market Place, Catacombs (t on inottuts tit lutgua ntottus), 

The Hut on Fowl’s Legs (Baba faga) ■ ■Witehrs’ Revelry. The Great Ciate 

at Kiev. 

Victor Hartmann, prominent Russian painter and an hum who was an 
intimate friend of Moussorgsky’s, died in IN h at the age <*t (bitty-nine, The 
composer visited an exhibition of the artists water euUs and dl.nving,, hdkf 
at the Academy of Arts, St. Petersburg, shortly utter liaitmutm’s death. Prom 
that visit grew a resolve to set to music, as it were, ten >>f -hr pictures i n the 
form of a piano suite, as a memorial tribute h» his Ineud. 

Moussorgsky, not the type to enthuse almut h»s own I.d<» >i s, buhhted and 
brimmed with excitement in the creating of this «nmpusm..«, and it U not 
difficult to understand why. In the first place, hr we. d*~rph .aimed by the 
demise of the painter, a fact that would of itself ,all d»r sum total of his 
resources into play. Then, Moussorgsky could «!<» smpt imu.;!* good work under 
pressure, particularly when not fettered, so to sprak, with matters ,,j develop, 
ment, orchestration, and so on. 

In a lengthy letter to another mcmlx-r of what was in teahry a cnrle intime, 
the writer Stassoff, who was in Wiesbaden at the ritur of I Lutm.intt'ft death, 
Moussorgsky covered the curiously bracketed fields of trltellton, self reproach, 
and resignation in bitterly emotional phrases. Hr wrote; 

My very dear friend, what a terrible blow! "Why should a dog, 4 horse, a rat have 
life"—and creatures like Hartmann must die! . . . Tim >, how rite wtsr utuaUjt 
console us blockheads, in such cases: *'He is no more, Urn what lit* tut done live* 
and will live!” True—but how many men have the link to fw mmejnSw-tc*! 1 That 
is just another way of serving up our comp!a< cm > i wuh a di.h >>t ontott, m bring 
out the tears). Away with such wisdom! When "he" lu, «»..i lived m cam, but tw 
created—one must be a rascal to revet in the thought that "hr 1 .an . mate no ««*». 
No, one cannot and must not be comforted, their * an be .m l imi a W n<< ioiml«»n 
—it is a rotten mortality! If Nature is only ttHpirrung with turn, l shall have the 
honor of treating her like a coquette- that is, misting her as little as j**ntS4e, kerptug 
all my sense about me, when she tries to cheat me »»•<» (Am* tier sky for 3 fiddfo 
stick—or ought one, rather like a brave soldier, «.<. !,,o„;c »><», the dm k of life, have 
one’s fling, and go under? What does it ail mean* iu rut , tv- the .till old earth8 
no coquette, but takes every "King of Nature" uiaight into Un huthaunr e«dw«r, 
whoever he is—like an old worn out hag, for anyone is g<»*5 rja N i»gh, shut she h» 
no choice. 
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There again-what a fool I am! Why he angry when you cannot change anything? 
Enough then—the rest is silence* * . . 7 h 

Moussorgsky’s original score of the Pictures at <m Exhibition comprised ten 
actual program pieces, each connoting a different subject. For preface there is 
' Prometu.de, wind, is also repeated lour times between sections as a connecting 

“Promaiadc.” “The composer here portn.ys himself walking now rirfit, now 
left, now as an idle (wrson, now urged to go near a picture; at times his joyous 
appearance is dampened, he thinks in sadness of his dead friend,” according to 
Stassoll, to whom the suite is dedicated. The “Promenade” appears between 

sections up to the fifth* 

„ *7!f ( ; IU ? U% '? a f SUl1 ’' S ““"Pretaiinn of this subject conceives of it as a 
chillis plaything, fashioned, after Hartmann’s design in wood, for the Christ¬ 
mas tree at the Artist’s Club (18(d). It is something in the style of the fabled 
Nutcracker, die nuts being inserted in the gnome’s mouth. The gnome accom- 

panics Ins <lrnll movements with savage shrieks.’* Ricsemann, for his part, 

describes it as the drawing of a dwarf who waddles with awkward steps on 
his short, handy legs; the grotesque jumps of the music, and the clumsy, crawl- 
mg movements with which these arc interspersed, are forcibly suggestive.” 
Authority, however, would seem to rest with StassofT. 

Castle. A medieval castle, before whose ancient tower a troubadour 
lifts a doleful song. I he length of this section reflects Moussorgsky’s admiration 
of the picture. 

“Tuilerics.” The picture shows an alley in the Tuileries Gardens where a 
group of children are having a dispute after their play. Ravel makes interesting 

use of the* high wood winds here, aiming at a kind of imitation of the children’s 
voices. 

“Bydlo Polish Oxcart,” In Polish hydlo means “cattle." I Icre a Polish oxcart, 
lumbering on giant wheels, draws near, the driver singing a “folksong in the 
Aeolian mode." 

"Ballet of Chicks in Their .Shells." With reference to this section, StassofT 
says, “In 1M7(1, Hartmann designed the costumes for the staging of the ballet 
Trilby at the Maryimky Theater, St. Petersburg. In the east were a numlier of 
boy and girl pupils of the theater school, arrayed as canaries. Others were 

dressed up as eggs* 1 * 

".Samuel Goldcnlicrg and Sehmtiyic." A picture of two Polish Jews, one rich, 
one jxKtr, drawn horn life (IHoH) by i lartmann. Moussorgsky liked it so welt 
that the artist made him a present oi it. Ricsemann considers this “one of the 

most, amusing caricatures in all music-These two types of the Warsaw 

Ghetto stand plainly liefore you you seem to hear the caftan of one of them 
blown out by the win.!, and the flap of the other’s rawed fur coat. Mmis, 
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sorgsky’s musical power of observation scores a triumph with this unique 
musical joke; he proves that he can reproduce the “intonations of human 
speech” not only for the voice, “but also on the piano.” 

“Limoges: The Market Place.” Another dispute, this time among market 
women. In order to give an account of his intentions in this section, Moussorgsky 
wrote the following words in the margin of his score, “Great news! Monsieur 
de Puissangeout has just recovered his cow, The Fugitive. But the good gossips 
of Limoges are not totally agreed about this, because Mme. de Remboursac has 
just acquired a beautiful new set of teeth, whereas Monsieur de Panta-Panta- 
leon’s nose, which is in the way, remains the color of a peony.” All this, of 
course, is meant to be peasant chit-chat. 

“Catacombs (Con mortuis in lingua mortua ).” The drawing portrays Hart¬ 
mann studying the Paris catacombs by lantern light. 

“The Hut on Fowl’s Legs (Baba Jaga)—Witches 5 Revelry.” A clock appear¬ 
ing in the fantastic guise of the hut of the witch Baba Jaga. It stands on the 
legs of fowls. 

“The Great Gate at Kiev.” Hartmann’s drawing of a proposed gate for the 
city of Kiev. The design “conceived in the massive old Russian style had a 

cupola in the shape of a Slavonic helmet.” 

r r r. c. £. 

Prelude to the Opera "Kiovanstchina” 

Called “a musical drama” by its composer, Khovanstchina is another work 
whose hero is the Russian people, just as in Boris. Moussorgsky could be very 
passionate about the oppressed state of the Russian people, as witness, 

The past in the present—that is my theme. We have made progress! That is a lie! 
We are still at the same point. On paper, in books, we have progressed, but really we 
are still just where we were. So long as the people itself cannot make out what is 
being done with it, so long as it does not itself will what is to happen to it—it is still 
just where it was. Public benefactors play their part magnificently, win glory, and 
record it, but the people still groans, and drinks to stifle its groans, and groans all 
the louder—and is exactly where it was before. 

Moussorgsky, with his strong sense of theater, fell easy prey to the dramatic 
possibilities in the revolt of the Streltsi, the imperial bodyguards. Their leader 
in the uprising was the Prince Ivan Khovansky (a king maker at heart), who 
wished to put his own son Andre on the throne. The uprising, gathering 
momentum, the struggle of the Raskolniki (a schismatic group), who chose 
self-destruction in preference to bowing before dictated reforms in the Greek 
Church, the defeat of the Streltsi and the ignominious end of the Khovanskys, 
these comprised only the essence of the opera Moussorgsky envisioned. 
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Stassoff Moussorgsky’s friend, outlined all this and so much more that the 
composer feared one opera could not hold it all. 

But he retained only what he specifically required, excising considerable 
material, in addition to several important characters, among them young Czar 
eter his brother Ivan, and his sister, the much older Czarevna Sophia, who 
served as regent during the reign of the two youths. 

5 K ^ ova "? china is a senes of operatic pictures. The work was left 

unfinished when Moussorgsky died, and it was Rimsky-Korsakoff who did 
w at was necessary to complete the finale, besides orchestrating the whole piece. 

e rst performance was given by the Petersburg Musical and Dramatic 
Society, in Kononov Hall, St. Petersburg, February, 1886. 

Rb^” h?^ t0 K Whi J M ° US r rgSky gaVC the title “ Dawn on the Moskva 
er, has as its basis five melodic variations,” so called by Riesemann, who 
explains them as being, ’ 

A method of musical expression long familiar to the Russian people through 
their popular songs. When a song is sung in a Russian village-^especialfy by sevefal 
angers in succession-no two stanzas are usually sung alike. Each singe/trLs m 
introduce individual variations in the melody to suit his or her own voice and mood 
and in accordance with the meaning of the particular verse. Thus the song loses all 

mfment 3 Th SeemS ? 6 * ^ Ca P able of varying with every 

moment. Tbs peculiarity of Russian folk song becomes in Moussorgsky’s hands l 

most effective means of musical expression, which he employs in many of his works 
and nowhere more successfully than in this prelude; it is always the sLe landscape’ 
constandy to change its appearance, in accordance with the changing light. P ’ 


R. C. B. 








Wolfgang Amadeus Mozart 

BORN: SALZBURG, JAN. 2 J, IJ^ 6 . DIED! VIENNA, DEC. 5, 179I. 

1 declare to you before God , and as an honest man , that your son is 
the greatest composer 1 \now, either personally or by name .— Joseph 
Haydn to Leopold Mozart. 


Symphony in G minor, No. 25 (Kochel 183) 

I. Allegro con brio. II. Andante. III. Menuetto. IV. Allegro. 

Often called the “little G minor symphony,” to distinguish it from the 
masterpiece in the same key written in the summer of 1788, this work dates 
from Mozart’s seventeenth year and marks an important development in style 
and emotional power. It is usually assigned to the year 1773 and belongs with 
a group of five symphonies bearing many traits in common, which the young 
master composed in Salzburg between his visits to Vienna and Munich. Of the 
five only the D major (K. 202) is dated, May 5, 1774, being specified. 

As Abert points out, the five symphonies in question differ radically from 
Mozart’s previous efforts in this form. Outwardly, they show greater logic and 
necessity of development. The themes are more significant and more fully and 
broadly expounded. The goal is kept steadily in mind, and there is a maturer 
striving toward an ideal of unity through all four movements, especially notable 
in the G minor and A major (K. 201). Inwardly they clearly reveal a new 
spirit of romantic fervor and passionate energy, a deeper poetry, and a higher 
capacity for tragic expression. This fresh vein of romantic utterance has caused 
scholars like Wyzewa and St. Foix to regard the early G minor as a prototype, 
even an early draft, at least stylistically, of the later work. 

The new development proclaimed by the G minor sprang from many sources, 
In the first place, Mozart had broken away from his Italian models in com¬ 
position and come more directly under the influence of the Viennese school, 
where a robuster romanticism had begun to flourish. During his visit to Vienna, 
he had heard symphonies by Joseph Haydn, and one in particular, the so-called 
“Funeral” or “Mourning” Symphony, in E minor, probably deeply impressed 
him. Very possibly the Haydn work not only suggested the mood and romantic 
character of the G minor, but prompted Mozart to make his first symphonic 
essay in the minor mode. Then, too, the literary Sturm und Drang of roman¬ 
ticism was getting under way, and Goethe was launching its first fiery mani-; 
festos. Viennese music was already feeling the crisis in art and beginning to 
echo the new currents. 
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Acco^ing to Wyzewa and St. Foix, who have a passion for hunting sources, 
the Haydn symphony, with its marked romantic character as a single factor, 

“fn lT^KT^ G , min0r Sy^P 110 ^- is the same tragic pain,” they say, 
fuli of nobility, to be sure; the same consuming fire . . . the same tendency 

f 7k ^ Symph0ny nothin g but a great song of feverish anguish, inter¬ 
rupted by the sweet repose of the Andante.” As further resemblances the French 
collaborators point to the dramatic and double exposition of the opening sub¬ 
ject, the alternation of unison and counterpoint, the same large conception of 
codas^ Consciously or unconsciously, they conclude, Mozart was influenced by 
this Haydn symphony. 7 

thJjTrT and St 7^ 0i k n S< ? f tach great im P ortance to another symphony, 
hat in D major, of Vanhall, belonging, like the Haydn work, to the year 1772. 

e romantic ardor” of Vanhall’s music had drawn warm praise from 
Dr. Burney. If the G minor Symphony bears “the general line and spirit of 
Haydn, say the French sleuths, “it resembles Vanhall in its language, the 
trembling ailure of its song, its syncopated rhythms and whole instrumental 
fabric. However, they admit that the strangest thing of all about this work is 
at, while clearly deriving from other sources, it remains one of Mozart’s most 
personal expressions, bearing the “stamp of his heart and genius.” 

Apthorp detected further derivations from Bach and Gluck. In the style and 
thematic material of the Andante, he discerned traces of the Leipzig master, 
whose works Mozart studied eagerly whenever the chance offered. The Ameri- 

$PeCial attention t0 the F minor Prelude in the second book 
of The Well-tempered Clavier as a probable source. In the Menuetto he found 
unmistakable tokens” of the influence of Gluck. 

Of course, apart from all these outside influences, there was Mozart’s own 
inner urge to express his feelings of the moment. That these were not f ilin gs 
of passionate joy the Symphony makes clear. Despondency over the increasingly 
oppressive atmosphere in the Archbishop of Salzburg’s palace, where he was 
employed, may be reflected in its pages. Then, too, the letters hint of a romantic 
attachment which came to nothing. As Eric Blom points out, Mozart’s rare use 

°k the u m “° r m ° de 1S llke ‘ <the sudden shedding of a repression,” and agrees 
that the first and last movements “express an unhappy restlessness.” Even the 
minuet has astonished many because of its “gloomy discontent and agitation.” 

In short Mozart, at seventeen, was quite normally experiencing the stresses and 
strains of adolescence. 

One of the remarkable features of this Symphony is the unison announce¬ 
ment of chief themes in the first and last movements. Another is the fact that 
Mozart employs four horns, a rarity in the eighteenth century. Haydn seldom 
uses more than two, and Beethoven employs four only once in his symphonies, 
in the Ninth. The number is unusual even with Mozart, who employs four 
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horns only in four of his symphonies, and never in the opetas, I he scoring of 
the G minor is for two oboes* two bassoons* tour horns* and strings* 


1** Bi 

Symphony in C major, No. 34 (K. 338) 

I, Allegro vivace* II* Andante di molto. III* Allegto 

The year 1780 marks a fresh stage in the development of Mozart's genk 1 
Within a few months of each other he composed the C major Symphony 
(K. 338) and the opera Idomemv* each in its own way tfjti witling a brisk ' 
stride forward in creative power and expression. Moreover, the t, major k the j 
earliest of Mozart’s symphonies to achieve Amy degree of imminence* as far : 
as concert practice goes,” as Eric Worn puts if, j| 

The work belongs to the Salzburg period of 17?? 17M, following his return ; 
from Paris and Mannheim* The final break with his employer, ilir Arehhisbp J! 
of Salzburg, a stern and irascible taskmaster* eamr a few months later in tie 
spring of 1781* The episode is worth recounting as ,m example of Mozarts ! \ 
independent spirit. He had tired of playing flunk to flic Aitsttian dignitary ' 
had disobeyed a comma ml to return instantly tiom Vtrma, and was culled a ; 
“knave? “a scoundrel,’ 1 and a “scurvy fellow*' h*i lux febutl The doughty . 
twenty-five-year-old composer finally braved the storm. Hr hmughr his formal ^ 
resignation in person to the archhixhopA pulucr, Hot wmds wrtr exchanged < 
A well-aimed pontifical kick cut short the interview*, “Kxrrpt m a visitor, r 
Salzburg was to know him no more? savs Mt. Blom, 

Shortly before the humiliating clash with the Kal/tnug potrnuff, we find 
Mozart writing from Vienna to his father aliottf ilir pniMtntamr of one of \m 1 
symphonies: “I forgot to tell you the other dav that at fir outem tfir wiitpbtw 
went magniftque and had the greater 4tf vmliin pined the wind 

instruments all doubled—10 violas dfl Hmihlr luw n H vatlomrlim, atttl I 
bassoons? It has been long assumed that fltr symphony in tjitesrion was tie ; 
C major (K. 338). The late Sir Donald France* Tovc* warned against making 
any such facile identification. “Apart from the bam#at? 1 hr imhoM out, w tk 
symphony has no wind to double except the niton and liontn tm iiubod? ctittl 
suppose that the trumpets wanted doubling, Mosatr omv have hern writing d , 
a revival of the Paris Symphony, which las full wmd* no hiding clarinet? 

The symphony is scored for two u!mc% two mo bourn two mint* \ 

pets, kettledrums, and strings* Tovry reins spruit* Ah m the omrmon H fluid ;> 
and clarinets as proof enough that the symphony nrnmard m Mo/attA hm 
was not the C major. Yet, the omivdofi nerd tmf dadt with dm lomr irtrrria 
to wind instruments. The word AiIH is iueoiutmavr, 1 )t\r v alto wax uiitvilKcd 
that what he termed “the substance <»t‘ thr j».,? moirmrm" h-u! i.mwd the 


_i 
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oversight on the part of Otto Jahn, Mozart’s biographer. It was Jahn who first 
made the identification. 

Of course the stnking thing about the symphony is its three-movement 
division, a departure from contemporary usage. Mozart began sketching a 
minuet movement, but never completed it. Oddly enough, it was intended for 
second place in the symphonic scheme, right after the opening Allegro, rather 
than as the usual third movement. Fourteen measures (Allegro, C major) of 
the discarded minuet exist, typically Mozartean in their natural beauty. They 
are shown crossed out in the surviving autograph. Mozart nowhere explains 
why he decided to omit it, though in masterly unity and compact texture the 
tripartite plan sufficiently explains itself. Mozart left a record of the date of 
completion on the score reading: “Di Wolfgango Amadeo Mozart li 29 
d’Agosto, Sahsburgo, 1780.” 

Three Mozart operas have been mentioned as bearing family resemblances 
to the C major Symphony. Eduard Hanslick heard unmistakable birth cries 
of motives used in The Marriage of Figaro and Cost fan tutte overtures. In 
fact, he thought either of the end Allegros could serve intact as overture to an 
opera buffa by Mozart. Then, Eric Blom discerns foreshadowings of the music 
allotted a chief character in The Escape from the Seraglio, written two years 
after the C major Symphony. “Osmin already peeps out of it,” writes Mozart’s 
English biographer. 


L. B. 


Symphony in D major, No. 35 ("Haffner”) (K..385) 

I. Allegro con spirito. II. Andante. III. Menuetto. IV. Finale: Presto. 

A festivity IN the home of Burgomaster Sigmund Haffner of Salzburg 
occasioned the writing of Mozart’s D major Symphony, No. 35, in the summer 
of 1782. Hence the tide. The worthy Burgomaster wanted music to go with his 
party. He so apprised Mozart’s father, Leopold, who was still in Salzburg. 
Leopold relayed the request to Vienna, where Mozart had been rooming with 
his bride-to-be’s family, the Webers. 

The request only added to Mozart’s mounting woes. Life was growing 
complicated for the young genius. He was writing voluminously for Vienna’s 
garden fetes and concerts. Orders arrived almost daily for more music. Intrigues 
and alterations were holding up a planned premiere of his opera The Escape 
from the Seraglio. Then, Papa Leopold was against his marriage to Constanze 
Weber and long withheld his consent. The Webers, on their side, did not 
make life any brighter for Mozart. Frau Weber was becoming, to quote Eric 
Blom, “alcoholically abusive.” She expected the couple, when wedded, to come 
to live with her and pay board. To cap it all, the lovers had a stormy clash, over 
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a trifle. During a game of “forfeits” Constanze allowed a young gallant to 
measure her leg—a quaint Viennese parlor practice of the time. Mozart, 
ordinarily a good sport, was furious. The lovers exchanged outbursts of temper, 
wept, and patched up. Mozart, a bit wiser and sadder for the episode, went 
back to his music. Constanze and he were finally married on Aug. 4, 1782. On 
Aug. 5, Leopold’s belated consent arrived from Salzburg. 

Early in July, while still tangled up with private and professional commit¬ 
ments, Mozart received his father’s note conveying the Burgomaster’s request 
for a “Serenade.” Herr Haffner, it seemed, was in a frightful hurry. Mozart at 
first thought of refusing. “How is such a thing possible?” he wrote back. “You 
have no idea of the difficulty of arranging a work of this kind for an orchestra. 
Well, all that I can do is to devote the night to the task, for it cannot be 
managed otherwise. You may count on having something from me by every 
post, and I will write as quickly as I can, and as well as haste will permit.” 
Six years before, Mozart, while in Salzburg, had composed a March and a 
D major Serenade for the wedding of Haffner’s daughter. The Salzburg mer¬ 
chant and official had paid well. There is also evidence of a loan from him. 

Leopold received the Serenade piecemeal, the opening Allegro arriving in 
Salzburg seven days after Mozart’s reply. Between sections Mozart dashed off 
a new C minor Serenade for Wind Instruments (K. 388). In a final communi¬ 
cation, Mozart, pleading lack of time, suggests that the Burgomaster’s Serenade 
be submitted minus a March. The March from the earlier wedding music of 
1776 might easily do as a substitute, he adds. Later, however, we find him 
writing to Leopold: “I sent you a short March yesterday. I only hope that it 
will arrive in time and be to your taste.” He also emphasizes that the first 
Allegro “must go in a fiery manner and the last as fast as possible.” 

When the Serenade came back from Salzburg, Mozart added parts for flute 
and clarinet, dropped one of the two minuets, as well as the March, and 
launched it afresh as the D major Symphony. Its premiere occurred in Vienna 
on Mar. 3, 1783. The concert was part of the all-Mozart series, with the Emperor 
himself present. “What gratified me most was the presence of the Emperor,” 
Mozart writes to his father six days later. “He gave me great applause. It is 
his usual custom to send the money to the box office of the theater before going 
there; otherwise I might justly have hoped for a larger sum, for his delight was 
beyond all bounds.” The imperial tightwad sent twenty-five ducats. Mozart 
appeared as soloist in a piano concerto and also played a short fugue and a set 
of variations alone. Among the works on the program he mentions “my new 
symphony for the Haffner festival.” 

Blom writes in the Master Musicians Series: 

The serenade character of the work comes out in the slow movement and in the 
minuet with its lovely pastoral trio. In the final rondo, which Mozart said ought to 
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go as fast as possible, he sent the Haffners a little personal message by using as his 

subject what is as nearly as makes no odds a quotation from Osmin’s great aria of 

malicious triumph in The Elopement, the opera he had finished just before this 
serenade symphony. 

All the spirited frolic of comic opera is here blended with the grace of the two 
women m the stage work he wrote so lovingly in the year of his wedding (one feels 
that he was more deeply attached to Relmonte's Constanze than to his own), and 
he tell so much in love with the enchanting first episode of his rondo that he could 
not let tt go, but developed ami restated it until it. became a second sonata subject. 

Another striking feature of the Symphony is the use of a single theme as 
basis lor the ent.re hrst movement. While frequent in Haydns music, none of 
Mozarts otlur opening movements shows this monothematic pattern. The 
maillist tipt suite ol the 1 ) major Symphony earries the words: "Synfonia di 
A/nadeo if 'oljgango Mozart a Vienna nd mese di Litglio, 1782.” 


Symphony in E flat major, No. 3 9 (K. 543) 

L Adagio; allegro. II. Andante. III. Minuetto; trio. IV. Finale; Allegro. 

The summer of 1/88 shows, in Mozart’s personal catalogue, a weighty number 
of works completed. There were all sorts of odds and ends, arias, trios, piano 
sonatas, and still more, besides his three greatest symphonies. Earlier in the 
year he had composed the Piano Concerto in I) major. With the exception of 
the symphonies and the concerto, his output amounted to little more than pot- 
hoilets. but ibete is something awesome in the mere thought that these three 
symphonies, the piesent one, dated June 26; the G minor, July 25, and the 

C, major, Aug. 10 could have been created, even by a Mozart, in less than 

six weeks! 

When (thick, composer to the Emperor Joseph II, died on Nov. 15, of the 
previous year, Mozart was appointed his successor, A salary of 2,000 florins 
was what Gluck earner 1, but for Mozart the income was cut to 800 florins. 
In ictutii he was expected to furnish his royal employer with minuets, waltzes, 
countty tlaities, and that was about all. do which Mozart is said to have 
observed that the money hr received was “too much for what I do-not enough 
for what I can do." 

Nevertheless, he was in desperate financial straits. He wrote several letters 
to one IHuhlictg, a merchant whom hr had met at a Masonic lodge, asking for 
loans. In one of them he pleaded, •lend me a couple of hundred gulden, because 
my landlord in the Eattrlsttasse was so pressing that I was obliged to pay him 
on the spot (in order to avoid any unpleasantness) which caused me great 
embarrassment." 
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The sum was forthcoming, and Mozart, seeking still more money, bi 
evidently trying to acquaint Puchberg with his industrious activity, wrote bad 
“I have worked more during the ten days I have lived here than in two month 
in my former apartment; and if dismal thoughts did not so often intrud 
(which I strive forcibly to dismiss), I should be very well off here, for I liv 
agreeably, comfortably, and, above all, cheaply.” 

Joseph II, a self-indulgent man, liked to rise at five o’clock every morning 
he made it a habit to dine on boiled bacon at 3:15 in the afternoon; he wa 
forever putting little chocolate drops into his mouth; he hated to sit for hi 
portrait; he cared not one whit for flattery and fuss; he was a teetotaler, sav 
for an occasional glass of Tokay, and he gave willingly to the poor. 

Michael Kelly, who sang in the premiere of Le Nozze di Figaro in 1786, say 
in his memoirs (which, incidentally, were written by Theodore Hook): 

The ridotto rooms, where the masquerades took place, were in the palace; and 
spacious and commodious as they were, they were actually crammed with mas 
queraders. I never saw or indeed heard of any suite of rooms where elegance anc 
convenience were more considered, for the propensity of the Vienna ladies foi 
dancing and going to carnival masquerades was so determined that nothing was 
permitted to interfere with their enjoyment of their favorite amusement. . . . The 
ladies of Vienna are particularly celebrated for their grace and movements in waltz¬ 
ing, of which they never tire. For my own part, I thought waltzing from ten at 
night until seven in the morning a continual whirligig, most tiresome to the eye and 
ear, to say nothing of any worse consequences. 

The E flat Symphony has not wanted for descriptive rhapsodies from com¬ 
mentators. Otto Jahn, for instance, refers to it as a “triumph of euphony—full 
of charm.” Another, A. Apel, was so ecstatic about it that he attempted to 
“translate the music into poetry” which purported to express the character of 
each movement. E. T. A. Hoffmann rhapsodized, “Love and melancholy are 
breathed forth in purest spirit tones; we feel ourselves drawn with inexpressible 
longing toward the forms which beckon us to join them in their move with the 
spheres in the eternal circles of the solemn dance.” 

Richard Wagner, a verbal rhapsodist of verbal rhapsodists, allowed that 

The longing sigh of the great human voice, drawn to him by the loving power of 
his genius, breathes from his instruments. He leads the irresistible stream of richest 
harmony into the heart of his melody, as though with anxious care he sought to 
give it, by way of compensation for its delivery by mere instruments, the depth of 
feeling and ardor which lies at the source of the human voice as the expression of 
the unfathomable depths of the heart. 

The Symphony is scored for one flute, two clarinets, two bassoons, two horns, j 
two trumpets, kettledrums, and strings. 


R. C.F 
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Symphony in G minor, No. 40 (K. 55 0) 

I. Allegro molto. II. Andante. III. Minuetto; Trio. IV. Finale: allegro assai. 

This work has been called the “greatest little symphony in existence.” It was 
written during the summer of 1788, when Mozart’s inventive powers were, 
perhaps, at their most prolific, for in two months of that summer he composed 
hree incomparable symphonies, the E flat major (K. 543), dated June 26; the 
present one, dated July 25; and the Jupiter Symphony, dated Aug. 10. That he 
could write at all was astounding, because his wife was ill, for one thing, and 
his finances were at a particularly low ebb, for another. 

During those trying days he once sought from Puchberg a loan of 200 florins, 
describing himself, according to that authority, as “a prey to gloomy thoughts 
which he must repel with all his might.” It has been said that the G mfnor 
ymphony reflects something of the composer’s troubles.” And Mozart’s 
an^^h^”* 5 < ~ >tt ° ^ a ^ n ’ dlscovers in tbe ^ rst movement “a piercing cry of 

In commenting on the work, Pitts Sanborn noted that: 

Though al! of us might not go so far, there is no doubt that this Symphony is 
ouc ed with the ineffable sadness that sometimes crosses like a summer cloud the 
radiance of Mozart s sun-god temperament. And along with this there are moments 
of a celesnal tenderness Yet, at the same time, this Symphony has its capricious and 
spn e 1 e qua lty, which comes out in the ascending and descending pairs of thirty- 
second notes m the Andante, echoed distantly in the whimsicality and waywardness 
or certain measures of the Finale. J 

There is an amusing and pat little anecdote related by Apthorp, which 
revolves around a pianistic performance by Liszt. Says Apthorp: 

He had just played his own matchless transcription of Beethoven’s Pastoral 

3S , 0nly C ° Uld Pky k ' Jt shouId be remembered that the Pastoral, 
hough homely enough in its thematic material and generally simple in its develop¬ 
ment and working out, is, as a piece of orchestration, one of Beethoven’s most 
complicated scores; it thus presents quite peculiar difficulties to the pianoforte 

marvellous’ ^ which LlSZt haS con< l uered in a way that can only be called 

After Liszt had played it at the concert in question, Franz Lachner stepped up to 
him in the green room and said, “You are a perfect magician! Think of playing 
i erally everything in the second movement and with only ten fingers! But I can tell 
you one thing even you can’t play with all your magicianship.” “What’s that?” 
asked Liszt. The first sixteen measures of Mozart’s little G minor Symphony, 
simple as they are. Liszt thought a moment and then said with a laugh: “I think 
you are right; I should need a third hand. I should need both my hands for the 
accompaniment alone, with that viola figure in it!” 
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The Symphony is scored for one flute, two oboes, two clarinets (added for the 
second edition), two bassoons, two horns, and strings. 

The first movement (Allegro molto, G minor, 4/4) opens with the first 
theme given out in octaves by the first and second violins accompanied by the 
other strings. There is a forceful subsidiary theme before the second theme, 
wistful in mood, enters in B flat major. 

The second movement (Andante, E flat major, 6/8) reminded Reimann of 
a passage in a letter from Mozart to his father written in 1787: “As death, 
rightly considered, is the true purpose of our life, I have for a year or two made 
myself so thoroughly acquainted with this true and best friend of man that his 
picture no longer frightens me; it brings much that is reassuring and com¬ 
forting/’ Unlike most symphonic slow movements, this Andante is in sonata 
form. The elegiac first subject emerges from the rhythmic figure of the opening 
measures to be sung by the first violins. The second subject, largely passage 
work, is in B flat major. 

The Minuetto (Allegretto, G minor, 3/4) is vigorous and animated in 
character and is graced with a trio of an adorable simplicity in the serene 
tonality of G major. 

The Finale (Allegro assai, G minor, 4/4) in its turn adheres to the sonata 
form. It opens with a theme identical as to the first eight notes with the first 
eight notes of the theme that starts the Scherzo of Beethoven’s Fifth Symphony, 
but of course in another key. It has been pointed out, though, that the rhythm 
is so different that detection of any similarity is not easy for the ear. The strings 
and then the wood winds play the lyric second theme, again in B flat major. 

A votary of this Symphony once wrote: “There are few things in art that are 
perfect. The G minor Symphony is one of them.” 

Symphony in C major ( €t Jupiter”) (K. 551) 

I. Allegro vivace. II. Andante cantabile. III. Minuetto; Allegretto; Trio. 

IV. Finale: Allegro molto. 

Title-mongering is an ancient, if not noble, pastime. Mozart wrote this 
symphony, but someone else gave it the sobriquet Jupiter . Why, no one knows. 
We have had many other delicious labelings. For instance, there are the 
Emperor Concerto and the Moonlight Sonata . Neither of these “designations” ; 
were of Beethoven inspiration, just as Jupiter was no Mozartean brain child. 
However, there is some good to the thing, especially where a composer has 
written more than one work in a certain key. It is then obviously much simpler 
for the layman to say the Jupiter Symphony than to go through a mathematical 
dissertation, such as C major (K. 551). Beyond that there is no justification for 
the custom. 
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What is really ludicrous, though, is the habit some commentators have had 

wo,rT" g r ^ ° £ * connection between title Ld 

wort. Thus, connotes the “calm, godlike beauty” of the music “ccorf- 

ing to one enthusiast. Another offered the theory that the triplets in ’the first 
bar of the symphony are the “thunderbolts of Jove ” J B Cramer a I ond n 

“ ^alleged to have or^inatrfAe Jpr^Xiuse^ft 

worts oftmess of rdeas and nobility of treatment." Whatever be the true 

TZ f S' “‘T 8 ' 1 r now tnow the s >"”P h “y 4S <** 

o Mozart less than seven weeks of the summer of 1788 to produce his 

® 550r MvS P ^ E H “ (KL 543)1 imd Jn “ 261 ** G Minor 

(K. 550), July 25, and the present one, Aug. 10. He had three and one-half 

^cr2tTin°tW e ’t ' ^ ha<1 d ° nC Wkh Symph ° nieS ’ thou S h his £ «ble brain 
did create m that time three operas, Cosl fan tutte, La Clemenza di Tito, and 

The Magic Flute, and several important pieces of chamber music, as well as the 

last composition of his career, the Requiem in D minor 

Whether or not Mozart intended these super symphonies as a trilogy is not 

stvi°e W Th t0 US ;, They a ! e not reIated > exce P c i n supreme mastery of orchestral 
styie. These three works represent Mozart the symphonist at his zenith; they 

bespeak the facility o£ the supercraftsman who has never lost the passion for 
experimentation. With a long string of symphonies already to h/credit, he 

distances. 5 “ ^ * CreaU ° nS C ° pr ° be dceper m y st eries, to span greater 

The Jupiter Symphony is scored for flute, two oboes, two bassoons, two horns, 
two trumpets, kettledrums, and strings. There is an auxiliary theme in the first 
movement, a tripping melody m G major that Mozart borrowed from himself, 
a practice that composers have not always followed to the letter. This theme 
stems from an aria buffa of his, “Un bacio di mano,” which he had penned 

S ZlnTrl 7 ^interpolation “ an opera by Anfossi, Le Gelosie 
Fortunate . The words of that ana are «Voi siet un po’ tondo, mio caro Pompeo, 
le usanze del mondo andate a studied ’ (“You are a bit dense, my dear Pompeo 
go and study the ways of the world”). r 

The second movement has earned the distinction of being called “perhaps 

the finest of all -Mozart’s slow movements.” Of the Finale, Eric Blom has 
written: 

V myStery u in this music n <>t to be solved by analysis or criticism, and 

uter sim°£-f U$t t0 ^ apprehended by the imagination. We can understand the 

skifl wkh wb y b r ,T °) T “ e£E ° rt ’ “mprehend the immense technical 
skifl with which its elaborate fabric is woven; what remains forever a riddle is how 

bdaucTwoS « ”’" aS ' “ ' he “ ,W0 ° PP0!i, “ SUCh * 


R. C. B. 
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THE CONCERT COMPANION 


Concerto for Piano and Orchestra in C major (K. 41S) 

I. Allegro. II. Andante. III. Allegro. 

This composition belongs to a group of three piano concern tv written by 
Mozart in Vienna during the autumn and winter months ITS.MjHj, aJ | 
three largely reflect a happy period in the c<mtpma\ lift, a period ushered fo 
by his marriage to Constanze Weber in August. 17^.1. (It the F major (iincem 
(K. 413), the earliest in the set, Wanda Landowska has wiittrn that “it breathes 
pure joy from beginning to end" and may he desuibrd as one lung Minuet: 
“We know how much Mozart loved to dame and w hat a good dan In- was!" 

Mme. Landowska also reminds us that the titter u*mnnm have kmg 
suffered from the unjust designation of “smalt." Tim mis. otncptitm, she Ms, 
stems partly from Mozart’s own reference to the lomettm in a letter to hit l 
father Leopold dated Dec. 28, 1782: 1 

These concertos arc a happy medium Ix-tvvrcn what is too ra*.y and two difficult; 
they are very brilliant, pleasing to the ear, and ttatutal, without Ivmg vapid.Thm 1 
are passages here and there from which uinuomeut* alone tan ■Irtar satisfactim; 
but these passages are written in such a wav that thr !r» hat tied i atumt fail to be 
pleased, though without knowing why. s 

Concerning this amazingly candid statcmni*. Mmr, Landowska ha* tbit 
to say: 

It has been concluded from this letter that Mo,-art attributed huh itnpurtanre to 
these concertos and consequently they have tarn tmdrse*miu«rd. The irony of 
Mozart’s “modest” remarks is too apparent to mputr hutfict explanation, althwijji 
we might still ask why these concertos have Iren rrlrgatrd to oblivion. fVoMy 
because they—and the K. 414 in particular retjuur nunc rtten nee tvtcmp »::aac 
on the performeds part than any other torn a in. 

Continuing, Mme. Landowska makes the l*4kmmg tematk* alwtrt tilt 
C major Concerto: 

The first movement of this Com mo tv a type ot jilt roar-ta who h advances it 
canonic imitations. Tranquil at first, it augments imh t>;. iurir and nmllow* m 
the same triplet motif which marks the opening «f the fupitci S\n>phuny. Titus,# 
Concerto, which has so long been ttcgln ted and igtnued. *>»ntaai-, ft out it* first nottt 
the elements of grandeur and dramatis jtrovet. 

The Andante is a tender and lyrnal dialogue ifriw-ru tfir *4nr.t and string*,tk 
latter supported from time to tttnr by oN*-*, l»a-,v,, M , and h>,uv 

But it is, above all, the finale, a irolusmir datn-r ttt *■ *, u. fit ft ttmu* *«tf fife 
attention. While so much important r ha* Iw» 4 'r*,fied u, jj r Ptm, quoted abut, 
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another letter to his father (Vienna Ian T) 17 od a 

and informative light on the subject: ~ ' r ° WS * l muc 1 morc penetrating 

“I shall send the cadenzas and Kin van \ * 1 

ing Che approach of lint mooja and cxicorpirriinl life ^7. 
points, all hough ,hcy are .hr™ cUCcrl, difcent „f i rapra ^£j “LX 

sister at the first opportunity I Htw nnt a j a 1 . V u v utar 

i r i * y 1 yct alUrccI the hmmntre n the rondo for 

j y dmCoucm °’ raiw:iys *** 

The use of cadenzas at: the cad of each movement is still common today while 
the .small oigan points, which wo come upon expectedly hero and there and most 

r ; l whu ' h 't- :uuu, t k ' c the ^ 

hi f ami die * .. *»“»*«<—«- 

1 nonnl , m < '| l lV * introduces, against the murmuring of the strings 

a popular tolk song, ingratiating and fresh in mood. % ’ 

When tins t ; MU ‘ ral the New York Philharmonic-Symphony reper¬ 

tory on Oc. 2d, P It,, Mine. Landowska, the soloist, improvised the culenla , 

X . F °' • and Ur Cll,nUK '° Artur 1 Rodv.in.ski conducted 

connection with the C minor episode which appears twice in the Allegro 

UW k* ‘ S mt " CMm K “» I«»«» ,h -» Mozart originally planned the whole second 
movement m the minor key. Allred Kinstcin, in his study of Mozart’s music, 
suggests Mozart gave up the idea when he realized that a slow movement in 
C minor would have made it much too serious for the character of these 

WOfKS« 

Of the three concertos, the C major is the amplest in scoring, calling for two 

F'unit TtK 7 ? T, T’ im<1 two W”* &*h ** 

il- ^ ! A ma| ° r (R - 4H ) ^ trumpets and tympani. 

hhglues. ol the three m tins respect is the A major, which also omits bassoons. 

AH three concertos were pl.-tyed by Mozart at concerts for his own benefit in 
the National 1 heater of Vienna. These events were called “academics.” Two 
ol he three concertos -there is no way of determining which two-were 
rendered at the academy” ol Mar. 22 , 17H1, quaintly reported by Cramers 
Mtigtutn (*us ijnofcd in Mr. hiii&tcin\s Mozurt ); 

at dK Nadmed'-n ? 1 '? 1 ( - ;hrV ', tl,C , r M y vm } ’ ; ! vt ‘ :l musk ae «^»y for His own benefit 
at the National 1 heater m wh.eh pieces ol his own cotu}K,sition, which was already 

extrJr im' "i* T nr f,i ' l! , 0nUrii ' ,tlc iiva ‘ ,t ' ,1 'y was honored by the presence of an 
ex raordmanly large audience, and the two new amenta* anti other fantasies which 

Mr. Mo/ait played on the bone Piano were revived with the km,lest approval, 
our Monanlg who toutiaty to his custom honoted the whole academy with his 

SXex’Zl V m>l T U \ thc Pul,la ' *° hcar,il y ,hilt «* ™« «Mnk of no 
similar example. Hie proceeds ol the academy are estimate,! at 600 gulden. 


It* 3* 
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Concerto for Piano and Orchestra in D minor (K. 466) 

L Allegro. II. Romanze. III. Allegro assai. 

Stories of Mozart’s feats of memory and technique at the piano are so plenteous 
that we are scarcely surprised to learn that the little man performed the premiere 
of the D minor Concerto not only without a rehearsal but without having 
played the rondo finale through once. This was in Vienna on Feb. 11, 1785. 
We have Leopold Mozart’s word for it that his son was busy at the copyist’s 
before rushing off to the concert hall. “Wolfgang played an excellent new 
concerto,” wrote Leopold to his daughter Marianne in Salzburg. Mozart re¬ 
peated the performance on Feb. 15. “Magnifique!” exclaims Leopold in a second 
letter to Marianne. Generations of music lovers have echoed the proud father’s 
outburst. 

The premiere of the D minor occurred in the Mehlgrube at one of Mozart’s 
subscription concerts held during Lent, a lucrative season for such events in 
the Vienna of his time. Later to become the Hotel Muench, the Mehlgrube was 
a popular hall for concerts and balls. It seems flour was stored in the cellar, 
which accounts for its name, Mehlgrube, literally a “flour pit.” We owe what 
information we have on the proceeds of Mozart’s subscription series to his 
father’s famous taste for finance. The series lured 150 subscribers. Wolfgang 
netted 559 florins, roughly $275. This was a staggering figure to the whole 
family, specially since Leopold’s fabulous son “had often played at other people’s 
concerts for nothing.” Only when we compare the figure with the meager 
sums paid Mozart for the use and publication of some of his scores, can we 
understand the family’s jubilation. 

Reverting to Mozart’s not having rehearsed the D minor Concerto, it was 
Edward Holmes who advanced an intriguing theory about the premiere at the 
Mehlgrube. In the impromptu cadenzas, he suggests, “extemporary invention 
of the fingers of Mozart may have scattered even greater beauties than he has 
left in that great work.” Holmes also makes the pertinent remark: “If the idea 
of a concerto played without a single rehearsal or trial be surprising, how much 
more must it appear when we remember the quantity the player wrote, and 
the little time that his fingers, cramped and contracted by holding the pen, 
had to recover their wonted freedom and agility.” 

At the time of the subscription concerts, Leopold Mozart was spending some 
months in Vienna with his son and daughter-in-law Constanze in their dwelling 
on the Schulerstrasse. Letters to his daughter contain frequent references to 
Wolfgang’s triumphs. When the Piano Concerto in C major (K. 467) was 
played at the following concert, Leopold reported that many listeners were 
moved to tears by its beauty and that the applause was deafening. There was 
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another great thrill in store for Papa Leopold during his Viennese sojourn. 

One day Joseph Haydn came to the house on the Schulerstrasse to play first 
vtohn in three new quartets by Mozart dedicated to himself. After the per¬ 
formance Haydn declared to die elder Mozart: “I tell you before God, and as 
an honest man, that your son is the greatest composer I know, either personally 
or by name He has taste and apart from that the greatest science in composi- 
tion. Haydn was then directing musical evenings in the town residence of 
Prince Nicholas Esterhazy. On his invitation Mozart often participated in the 
musical entertainment. A great admirer of Haydn’s string quartets, Mozart 
had earlier planned dedicating six of his own to the senior composer. The last 
three of the set were completed on Jan. 14, 1785, less than a month before the 
rush subscription season at the Mehlgrube got under way. Haydn had become 
a frequent guest of the Mozarts. In the quartet sessions, Mozart hi mself played 

r£ T k 1S , WaS sometlun g °£ an English period in Mozart’s social and pedagogical 
life. Often the string foursome would pack their fiddles and go to Stephen 
Storace’s lodgings for a session. Storace, a twenty-two-year-old English com¬ 
poser, was studying with Mozart. He was in Vienna with his sister Ann Selina 
(Nancy), who had come to sing Italian opera. Another English youth, Thomas 
Attwood, two years younger than Storace, was also enrolled as a Mozart pupil. 
About this time the Irish tenor Michael Kelly came to know Mozart intimately 
and was vanquished by his seraphic host in a daily game of billiards. Both 
Nancy Storace and Kelly drew closer to Mozart through The Marriage of 
Figaro, produced on May 1, 1786, with the two friends cast as Susanna and 
Basilio. Kelly, in his Reminiscences, has left a telling close-up of the composer 
about this time: t 

He favored the company by performing fantasies and capriccios on the piano- 
orte. His feeling, the rapidity of his fingers, the great execution and strength of his 
left hand particularly, and the apparent inspiration of his modulations, astounded 
me. After this splendid performance we sat down to supper, and I had the pleasure 
to be placed at table between him and his wife. After supper the young branches 
of our host had a dance, and Mozart joined them. Madame Mozart told me that, 
great as his genius was, he was an enthusiast in dancing, and often said that his’ 
taste lay in that art, rather than in music. 

He was a remarkably small man, very thin and pale, with a profusion of fine fair 
hair, of which he was rather vain. He gave me a cordial invitation to his house, of 
which I availed myself, and passed a great part of my time there. He always re¬ 
ceived me with kindness and hospitality. He was remarkably fond of punch, of 
which beverage I have seen him take copious draughts. He was also fond of billiards, 
and had an excellent billiard table in his house. Many and many a game have I 
played with him, but always came off second best. He gave Sunday concerts, at 
which I never was missing. He was kind-hearted, and always ready to oblige; but so 
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very particular, when he played, tlut i: du u»;v «i> uude, • 

left off. 

Mozart felt keenly the necessity of r.ipp«>»' hr'w.-ru 'he .i»,| hhsi*) 
Earlier, in 1778, he had written: ”U»vr me the W.< , in l-ur..}* a^, 
same time listeners who tnulet stand. n> •thin;: • ; a/iif to uud.ri-.Umi n@ 
and who do not feel what 1 play with me. and ail u« i.*v n. y^ne." 

His letters give frequent hints of his own ■.:»i- >•! rin;;n;. "'Hut |, 

remain strictly in time surprises evrrvonr." hr ioiih'm rn a letter of. 

“They cannot understand that the left hand should »>a u\ die l>r tfOMemej! 
in a temp ruhato. When they pl.iv, the !di h otd .dw.w •. Hmu," The km* 1 
Richter marveled at his effortless rase, “Whrnrsn S }-!«.- I M him,’* M»es 
writes in 17H4, “he Iwkcd itnutovalilv at :m sm.-n., tod .me day bail 
’My God! how' I am obliged to totittmt otv.*-',' atvi swe *? .md yr{ 
obtainingafiplau.se; and for you. tttv fWu.l. n r. }c*<r nl -v" ‘Vr,,’ Ufai 
to labor once lit order not to dmw lti>n ip'%%, t fonoju, pmbably tie m 
brilliant pianist of hm day* alwau spd.r *4 Arngw# t 

exquisite taste 11 at the keyhurd, 

One of the finest an.itvsn of Mo/at A hrdiK tr.^mnn tr#I ttmit 
composer's own statements ant! thr *:o.ihm-d <-o^mporatb ,u 

that written by Philip flair mam vrai^ u;«* f-r ' i • t , Vg»mo*A 
Mozarts piano musk* After tr\i§mnt4 Mmmoh -** A ' fr^ 

the time he picked out thirds at fir .v/ ( e nf Aw » - 1 ,*/ 1 1 a rnoA appcarMcd* 
Mar* 4» 17**1, the year of hr* death, f I air A , .m v .o .A 


The fame of thr virtuoso i> ohm .m hmmA slvn., ^ - 4 ^ m r - * - f >. i Jnififiri) |f| t 
testimony of prcfudnrd toMlrtup*< time drt A- » > < M - .a; ? m, r tn 4 mily imth' 
unanimous testimony of 4 m!nt iun*u$4hi »a A, ir,, A*Ao the pmi, 
record of his idea*, eomnnmg pmumm plw.s % i A -4 >>h ^ ntiit, a«tdtk 

spectator wondeml that litre 4<*mM ^lam md h ». A hi; norm* *4 riftgrfy, 
derived front the study of lit, I'm >A A , -r > 1 n 0 • h *> f . u* 

The hands were brnmdot; rim -A md 0 «- r*. , 4 A , A ^h-*t it ,'fr whi' 
the cutting of lm ittral, Ik *UMt.!rd hi ‘ 4 -,*• .m ! h !A • 1 r, 'rrnu ibi «nffei 
of aflectatioiu According to torn thr ghi^r ^h f 1 I *.. f, odo fltrtf 
suppleness, their titilttttdrm! mi.m : h *-h *, tu $ ^ 

He warned ctaistantly aganoa n$t 4 u^ f 4^,4 i, (t !.> frtiiSl tidfh 

slovenliness and httitgling; and hr hows h> y o ^ ,1; c »4 *? ipcffy att4 tfe 
brilliant inaccuracy. 

He insisted mi a suit dtwame *c o* M r t do I !v I r<r- "h :h- l,*41 mmm 
that even in the free ttw* of temp* nih.if.i ,o 40 4 ^ »h f l ; u 4: 'retried 

rhythm* He la it! qirthil wir^ mo 4* • m 1. *hr ^ 4 ; ,v ■ of 

difficulties, fineness ol taste in xhr d s c. v . 5 ^ g ; r /-h-. > f hy rV 
in reading at sight hr drnumM iA -hyr,.,, ^ ^ ,, tfr 

elaboratiun of the mnamniH, the imm r ; »),- ; .,** m, oH mm^ 

the composer. 
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It is not surprising then that Rochliu spoke of the “heavenly pleasure given by 
the tltgaiKt ami the heart-melting temlerness of his performance”;^! Haydn wept 
at the remembrance of his “incomparable playing.” y P 

As a teacher oi. the pianoforte he was not methodical in his instruction, and he 
taught rather by playing to h.s pupils than by listening and correcting His most 

pujnl w., s IE, livcJ iu hit hou!<: !wo ycari and ^ 

the puu touch he I winding of the phrase, the finish and the elegance, the facility 
ln improvising that d.st.ngtushed the performance of his master. 7 

17 ? e *? !~T U {! S ° nc ,“ f !' ltU ‘ 011 l ,ia,1 ° concono - s composed by Mozart between 
17b_ and Lh i. Mo/nn had now found fresh ways of enlarging ,he scope of the 

concern, and ennehmg ,ts contents. Integrating the solo instrument and or¬ 
chestra m more vital torm was one of them. Through this medium he was 
achieving a new poetry and individuality. 'Hie D minor stands out in impas¬ 
sioned speed. I he fervid note of trag.c unrest, accentuated by the minor key, 
.s stronger than m the others. The next concerto <C major); with its showy 
sequences and gay flounshes ol trumpets ami drums, is a far cry from the 
goon, and romantic despair that brood ft,fully through the pages of the 

I. Allegro. (D minor, 4 -I). “Begins with a shudder and is full of unhappy 
commotion wrttes Erie Worn, of the opening movement of the D minor 
Umcertm Blom even detects grim design in the way the second theme, an¬ 
nounced m the relative major of F, later moves into the tonic D minor: “as 

delulm " U St " i>nmUSC 0< a ' Iicf Wrc mocki »8 I y revealing itself as a tragic 

The movement follows the double exposition pattern common to concern,s 
o( Mo/ait.% turn-. During the orchestral phase, strings announce the first theme 
tn D minor, oboes and bassoons giving out the second in F major. When the 
I .an,, takes up it* own exp,si,ion, it voices the chief theme in lengthier guise. 

I he second subject follows m the relative major, shared with the orchestra. 
After the material is developed, a review sets in. This time the key of the second 
subject, at first !• major, as at the start, shifts to D minor. The piano now freely 
discourses tile material. The orchestra then builds up a crescendo, pauses, and 
on the chord ol f) minor the piano reenters with u cadenza 
II. Rotnunze (i! flat major, 2/.!). The limpid, poetic theme recurring in this 
movement is fust chanted by die piano, the orchestra later joining in. Fresh 
additions to tiie theme a«r also echoed by tlie orchestra, and soon the piano 
mugs m a seumd Mibjeu. This is again dutifully gone over by the orchestra. 

1 ,auu and orchestra now tome buck to the earlier theme. What arises at this 
punt Bio,,, has sailed “a Midden fit of raving despair.” It is a “wild episode” 
in (, rumor involving piano and wood winds. The first theme returns and all 
is peace again. Blom sees a prophetic note of romanticism in flic very title of 
thts movement, the Herman word Romanzr. “He is already in the mood into 
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which Beethoven tlropjiftl temporarih and S. humnm hetwtfc 

“He got over it again, of course: he had too mm h ‘mduion d artistic btee^ 
and was too much a citizen t»f rise mib.vd w. iid m Ins tastes t» gw: 
for good into a German of the „Vfc«w un t />'.**« ' due Am," 

III. Allegro assai (I) minor It maioi, • '• 1 ’f<» j j>■! the 1) nttnorCon¬ 
certo differ in giving the tempo of tins .mv.-nmo.-. \U -i !-.* pi and Il.iriel usd* 
prestissimo marking in their rally edition., !,•/,•< mm-nunm; Allegro 
No tempo indications are given tn Mo.mi:\ air-c-ajh .--a.-. The feraii, 
typically that of the Rondo finale, with the Gm-J them- ,;*.vett out hyib^ 
and orchestra in succession, JUom finds “a mud •* iuuu:>\* rr.dcssness , ’he lt[ 

at the same time noting two sinking .ban*-. . ' ?n.!. A Win 

theme again breaks into the fahitc m V nwr. t-c -t Mm'-nt, if rwjW j^; 
brings it hack in D minor, hut only to have u -oh mob, afresh after4; 
cadenza—“in a sunny outburst ot Iwppmr-. " :u 1» irni ■). ! 

‘‘After all” writes Blum, "M*«/an KtircV:.- 1 d.-., was a * a jws; 

meant to entertain. Peeling that hr had dm»r r f i -ii ; ,h -.mole ho. |whtehwr®; 
with his most impassioned mtisu, he leh-wr,! 'hr,-.: n die ud and In ihcmgs’ 
away emotionally relaxed." 

Mozart was soon to expemur the •.amr , t h,-.,,. , tt writing hr 

operatic masterpiece Pon dint,taw, witoh v 1 * m.n ■: out Sutdly,dtmMt 
“clears into I) major.” 

Besides the solo piano, tiir I) uunia *'<»■-! ‘her, twtatki 

two bassoons, two horns, rwu ’iiimpr',, uoop ,;.■, .a t l hr ssutat/a 

usually employed were wot ten l»j Rrcne-vnt, Id - .m-- ,ph o> the K*uitti],i 
now in the British Museum. 

U ” 

Concerto for Piano and Orchestra in ( major { K, 467) 

I. Allegro maestoso, II, And-uf'-, Ill. V" -■ . 4 - 


Comm.i,tm» ov Mar. ITvJ, the (. v,u <,<•» «' • a .. :e a yU r ,r-.\ rhrn>& 

later at a eoiurrt given by Muzut it* A 5 ■ ! M •;w v. tiinnptti' 

ing some months with his son and 'i-oi.T-r /, : *t» u ■ 

on the Sc hulerst r.tssc, Wining in h:-, .LuTa-: - ... hr ■! - < ;d*rd the »*, 

reception accorded file new work, Mans r : .sad n< r.- ie. hi ; 

beauty, according to the pomd t.ehei, .istT h- >y_ •*, ?.-.t ■ 

behavior spoke well f».i »hr .mitrin'- iv «\.r, j:. i; , y>, 

Andante “must have made Mo.-.tr's !:■-,<<".* , ■ .. . . 

Among such attdauties vvrtc ",i domn.'.h-d. jo’ ,« ,*<-r 

die first bar, an unexjivifed tuna 1 -mu to >1.' f. m 
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cordant suspensions in the next three, and a grinding false relation (B flat 
against B natural) in the last.” 

C Whether goaded by debts and efforts to meet the high rent and expenses of 
the Schulcrstrasse residence or merely by a feverish creative urge, the period of 
the (> major Concerto hummed with composition, particularly for piano. Six 
concertos, two sonatas, and two sets of variations, all for piano, were the count 
by the end of 1784. Three more piano concertos followed in 1785, .besides the 
C minor bantasv and the sonata for violin and piano in the same key. By then 
the concerto form in Mozart’s hands had become a “medium in which , . , he 
succeeded in combining perfect aptness to its special requirements with 
inexhaustible poetry and originality," according to Mr. Blom. 

With its showy sequences and gay flourishes of trumpets and drums, the 
C major Concerto contrasts sharply with its predecessor, the D minor Concerto 
(K. 466). (doom and romantic despair brood fitfully through the pages of the 
latteu accentuated hv the minor key. 1 he change in mood is as from night to 
day. Aftc t glimpsing dir t<anantic future and flinging off hints of Beethoven 
and Schumann to come, Mozart again slips hack into the period groove of a 
“normal display concerto,“ 


Concerto for Piano and Orchestra in E flat (K. 482) 

I. Allegro. H. Andante, III. Allegro. 

F i rcn-ofi cum(» usi*.ti in December, 1 1 Si, and premiered the same month with 
Mozart as soloist, the h flat ( Ancertti was one of a group of three intended for 
subscription cements during, Lent, hs companions the A flat (K, 488) and the 
C minor (K. 4‘d ) were completed in March, 1786. 

I he ad\ am e piemiete of the Is flat went to a wort hv cause. Vicuna, then 
housing some 460 orchestral players, had a welfare organization that contributed 
to the support of musicians’ wit lows. lake similar .societies of today, it kept up 
a Pension hum 1, and totueits were held regularly to add to it. Although it was 
a time of small ensembles, the orchestras at these concerts often consisted of 
Vienna's entire insmunrmal uTmy, When Dittcrsdorfs oratorio Esther was 
presented at an earlier Pension I*mid concert, the personnel was 200 strong, 
Kisheck reported that all 400 players frequently got together and played “as 
precisely and cleatly as if they were only twenty or thirty.” He observed proudly, 
“Surely this is du only turner t oi the kind in the world." When Mozart 
appeared in lus K flat < Antrim, the society's orchestra numbered 108 men. The 
announcement <4 the benefit wmcrrt merely stated that “During the entr'acte, 
a newly composed clavier concerto will be played by W. A. Mozart,” 

1 he three concertos belong to a period of feverish activity in Mozarts life. 
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Not that there was ever a letup in his crowded eaten. But the winter of 
1786 is fairly staggering in sheer work. Besides the uttuctfox, he was "upto 
his ears,” as his father put it, in The Marriage of Ft s .oo. piuduu'd the fo!l ow fo 
May. That alone makes a dismal tale of worn , cumin t, am! tramte htst-rainute 
changes. He wrote a violin sonata, completed Pec, l A the E. Hat 1‘tanu Concerto 
coming four days later. He devised a cantata IksnJJr prmtmtr from 
earlier unfinished Mass in C minor. On the EmprtoA enmusdon, he m 
pleted a one-act comedy Der Sc/uiisfieUirefif >r t l'hr t>np>r^r,,>) for there, 
ception of the Netherlands governors held in the "sattgrtv -* { fohdnhrunnoa 
Feb. 7. There were revisions and additions to undo- tor a performance of 
Idomeneo in March. And when he could, hr wot bed at smaller instrumental 
pieces. 

But the composing was only one small part of M* wit's murine. Hey? 
pupils at all hours of the day, though for a tune hr lmutrd the Irwmstois 
strict afternoon schedule, so that he could gtvr fits »m turnup. to The ifarrup j 
of Figaro. Since there was no Iiojk- of deft .nun: hoti.rh<4d rsjtrnse* from 
royalties and teaching fees alone, he made firipirm opprat.tuces as soloist at 
public and private concerts. Yet, wr have Mi. ha-1 Kr’H's w<-td for is that in 
spite of the hectic daily rounds, Mor.ut found time tot data mg atui apd 
game of billiards. 

Eric Blom says about the E flat (Amnio; 

This work is many people's fasortte among tin piano too, mm, until they bar 
one of the others. For it » with these svotks with Yl vita! ttu.m ptodtfctttk 
shine as much by variety as by quality: the one vo« iupjwu t*» he tontoiuted treis 
at the moment always seems to fo the best. , . . tfowrvn, the M<>. to mmertm* 
great art, and they became more and more sutpt tough satml a* . 4 
year by year. 

Regarding her treatment of repeated passages m the Moran c.>it,rttn 
Wanda Landowska has supplied rite authors svuh she follow mg note: 

“These days, modification in reiterated juv.agri <■, afootuudy estrittul. it it 
expected of every jtcrformrr," said 1*. F.. Bath in dir Ft it - u, its-. SutuUt 
composed in 1779 (autograph Berlin), 

The truth of this axiom tiecomes evid<*nt ttt the sfosc i - r ;-ni of *he m whii 
the orchestra promises a theme that the soloist trjtr.ti-, and ha*. to noW '■ .f 
to the custom of the era. What today svottld W rifod a> the taking 
liberties” was a sine qua non part of the knowledge of »-sm pettoutter, A virt« 
of the time would never have dared play w.h a pa»a v y as it was written, ami fat 
performances which we respect today fot item fond A'-.-.iton would lute but 
called ignorant and barbaric by Moran's sousnuytmaiKt. tot o was to hn tnwltfb 
tion of the reprise that the eighteenth mtHtsy p-smutr-t jid«,«tor,| himself t#k> 
audience to be judged an artist of good «.r {*»»r Uiir. 
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Concerto for Piano and Orchestra in A, major (K. 488) 

r. Allegro. II. Andante. Iir. Presto. 

Several of Mo/,art s piano concertos were composed for subscription concerts 
gtven m Vienna m Lent and Advent. These were lucrative seasons for a com¬ 
poser of Mozarts gifts and, i, might be added, a composer of Mozart’s 
habitual financial * rails. 'Hie A major was one of a trilogy of such piano 
concertos written for the Lenten season of 1786. The others'were the E flat 
ma,or (K. 482) and the C minor (K. 4<>1). The manuscripts give March as the 
month of composition for both the A major and the C minor-a feat in speed 
and genius surpassed only by Mozart himself when he later wrote his three 
greatest symphonies in the space of six weeks! Mozart, of course, was his own 
soloist at the premiere of die A major Concerto. It may have been that concert, 
or some similar event, that Ambros Ricder recalled in his memoirs many years 
after Mozart s death: 

I cannot descrik- my astonishment when I happened to be so fortunate as to hear 
the immortal W. A. Mozart. ... I had never been accustomed to hear anything 
so great or so wonderful. Such bold flights of fancy, that seem to attain the highest 
regtons were alike a marvel an,I a delight to the most experienced of musicians. 
Even to this <uy, although a very old man, I am still hear those heavenly harmonies, 
and die in the linn conviction that there has only been one Mozart* 

Rossinis own conviction was even more sweeping: “There is only Mozart.” 
The A major Concerto is one of fifteen such works composed by Mozart 
between 1782 and 1786. Constantly experimenting and developing, he had 
achieved a new synthesis in this medium. The solo piano had moved toward 
closer intimacy and teamwork with the orchestra. Solo instrument and orches¬ 
tra were now more firmly integrated in a scheme of common endeavor. And 
with this new fusion appeared a fresh fund of expressive power. The emotional 
range had widened, anti a brooding poetry often filled tlte slow movements'. 

I here was a new depth anti a new sense of stress and conflict in these concertos. 
One has only to read Mozart's letters the grim record of mounting bills, the 
drab chronicles of intrigue ami dull reception, the growing domestic turmoil, 
the sharpening sense of fatalism to surmise what lies behind this decjtening 
vein. The piano concerto had become, jwrhaps, the favored medium for ex- 
pressing his tmicrmmi feelings 

Whatever person.,! secret lies embedded in the Andante of the A major 
Concerto, there is no escaping its troubled mtxtd. There is subdued passion 
here and a haunting pathos. Mozart seems preoccupied with some tragic line 
of thought. Abraham Vcinus calls this movement “a passionate siciliana totally 
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plunged into the most heart-gripping melancholy.” Alfred Einstein, declaring 
that the Andante contains the soul of the Concerto, finds in “veiled form” the 
passion that bursts out openly in the Andante of the previous E flat major 
Concerto. For him “the resignation and hopelessness are the same.” 

The mood recurs in the C minor Concerto which followed later that month, 
recurs with heightened vehemence, for, as Mr. Einstein points out, Mozart 
at the time “evidently needed to indulge in an explosion of the dark, tragic, 
passionate emotions.” 

There is naturally a sunnier side to the A major Concerto, though even in 
the end movements one glimpses shadows, poignant hints, what Mr. Einstein 
has called “concealed intensities.” After the mauve mood of the Andante, the 
Presto finale comes like a shout of joy. The piano gives out the sprightly theme, 
and the rondo is on its irresistible way. 

Trumpets and tympani are absent from the scoring of the A major Concerto, 
which calls for flute, two clarinets, two bassoons, two horns, and strings. The 
movements are marked as follows: Allegro, A major, 4/4; Andante, F sharp 
minor, 6/8; Presto, A major, 2/2. Mozart’s manuscript gives Mar. 2, 1786, as 
the date of completion. 


Concerto for Piano and Orchestra in C minor (K. 491) 

I. Allegro. II. Larghetto. III. Allegretto. 

Though composing was as natural to Mozart as breathing and, as has been 
said, “inspiration burned ever brightly within him,” there was a utilitarian 
side to his vast output of piano concertos, because he was, constantly in need 
of new material for his own public performances. (Nor did he look with 
disfavor on the possibility that others might play these works.) 

Nageli tells us that Mozart “broke new ground for orchestral compositions 
with his pianoforte concertos.” How true! What Mozart did was to enlarge 
the scope of the form to something like that of a symphony with piano. The 
orchestra became no mere accompanying medium. There was the integration 
of all the separate elements existing in the two instrumental bodies—the piano 
and the orchestra. 

Speaking of the piano concertos, Otto Jahn says: 

The prominence given to the orchestra (which, it must be remembered, owed to 
Mozart its richer composition, both of wind and stringed instruments) in those 
larger portions of a work where it is heard independently of the piano, as in the 
tutti of the ritornelli, gives a symphonic character to the concertos. . . . Mozart’s 
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art of blending the tone coloring of the orchestra, which drew tears from his old 
father at the hearing of one of his new pianoforte concertos, shows his delicate 
sense of euphony and accurate knowledge of instrumental effects. 

In fact, Mozart was extremely sensitive to the imperfections of the pianos of 
his time. And in his works for piano and orchestra he attempted to steer the 
listener away from shortcomings by means of novel—and in his day, radical- 
devices. Along these lines, too, his ingenuity was remarkable. For instance, he 
would give the entering piano a brilliant passage, following a simple one for 
the orchestra, thus drawing attention to the excitement produced by the con¬ 
trast and holding it through a clever manipulation of his material. 

In the construction of his piano concertos Mozart distributed his themes 
equally between piano and orchestra. When the orchestra takes the theme it is 
often fully exploited, and its later acceptance by the piano, in contrast, may be 
in the nature of a subdued, almost opposing, utterance. Says Jahn, “Thus the 
charm of the concertos . . . depends upon active cooperation of the contrasting 
elements, by means of which the whole work is richly and brilliandy grouped, 
as a picture is grouped by a judicious disposition of light and shade.” 

The present work was written in March, 1786. The orchestral part of the 
score calls for flute, two oboes, two clarinets, two bassoons, two horns, two 
trumpets, tympani, and strings. 

Eric Blom, whose biography of Mozart is one of the high lights of the Master 
Musicians Series, writes: 

That he [Mozart] can be quite gloomy, though without ever sacrificing the most 
limpid euphony, is shown by the next Concerto, in C minor (K. 491), the work 
immediately preceding Figaro and as different from it as a rainy day from a cloud¬ 
less one. However, it is almost equally unlike the only other concerto in a minor key 
Mozart ever wrote. Less dramatic than the D minor, it is more declamatory. It has 
a more classical repose of gesture, more poise and shape, more unity of atmosphere. 
There is nothing like the unexpected ending of the earlier work: it closes, as it began, 
in the dark key of C minor. The one resemblance is the rondo form of the slow 
movement, with rather too frequent recurrences of a subject of very much the same 
type. There is no dramatic episode here, however, for Mozart again takes to a 
serenading tone with concertizing wind instruments, and there is another Cost fan 
tutti-ish. episode in A flat major. The finale is a set of very original variations on a 
shapely and sorrowfully elegant C minor allegretto theme. If tunes really can be 
portraits, as Couperin wished them to be, this would be one of a well-dressed and 
perfectly mannered widow who lets the world guess her grief without consciously 
showing it. There are two beautiful incidents in major keys, but the final variation 
in 6/8 not only keeps to the minor to the end, but has Neapolitan depressions. 


R.C.B. 
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Concerto for Piano and Orchestra in C major (K. 503) 

I. Allegro maestoso. II. Andante. III. Allegretto. 

Chronologically, the C major Concerto nestles midway between Mozart's two 
operatic masterpieces The Marriage of Figaro , produced in May, 1786, and Don 
Giovanni, produced late in 1787. Mozart’s autograph gives Dec. 4, 1786, as the 
date of completion. Like many of the other fourteen piano concertos Mozart 
had composed in Vienna since 1782, the C major was written for a concert 
series given by him during Advent, a season rivaling Lent in lucrative returns 
for a pianist composer in Vienna who was also a genius. As usual, Mozart was 
heavily in debt. The dwelling on the Schulerstrasse was expensive. Medical bills 
were mounting. The Figaro opera proved a disappointment as an immediate 
revenue raiser. To add to the emotional stress, Mozart’s latest son, Johann 
Thomas Leopold, born on Oct. 18, died less than a month later. The concert 
series was a sure way to raise quick funds—and, possibly, to forget. Composition 
came easily; performance even more easily. On Dec. 6, only two days after 
finishing the C major Concerto, we find the busy little man inscribing a fresh 
date of completion on the manuscript of the D major Symphony (K. 504)! 
“As soon as he set pen to paper, the usual miracle happened,” writes Eric Blom; 
“trouble forsook him.” Could anyone begrudge Mozart this avenue of escape? 

The ill luck that hounded Mozart during those bleak December days of 
1786 did not stop there. Something of a curse has lain on the C major Concerto. 
Despite the ardent espousal of specialists, the public, until recently scarcely 
knew this work. When Artur Schnabel and George Szell first collaborated in 
the Concerto with the Vienna Symphony at the Grosser Konzerthaussaal in 
May, 1934, they made an astounding discovery. There was no record of a 
previous performance in Vienna since Mozart’s time! 

As for America, research among the program files for major orchestras in 
the Music Room of the New York Public Library revealed one definite listing— 
a pair of performances by Webster Aitken with Eugene Goossens and the 
Cincinnati Symphony on Jan. 30 and 31,1942. In recent years Nadia Reisenberg, 
in a WOR broadcast series, and Clarence Adler, on WQXR and at the Town 
Hall, have included it in their Mozart surveys. The rest is silence—always 
barring, of course, possible private and unlisted renderings. 

Just why the C major has been a dark horse among Mozart’s twenty-seven 
piano concertos it is hard to say. No less an authority than Professor Tovey 
ranked it with the Jupiter Symphony in “triumphant majesty and contrapuntal 
display.” Perhaps one reason may be found in the treacherous rondo finale. 
There Mozart, exceeding himself, demands the utmost dexterity in what 
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amounts to an endurance test for the right hand. But, then, whoever heard of 
fright in these days of intrepid virtuosity ? 

Almost alone among Mozart specialists, Blom has refused to grant the C 
major s claims to first rank. Ordinarily writing in highly laudatory vein about 
Mozart s music, the British scholar reserves some of his harshest judgments for 
the C major. He agrees that its technical problems make it “on the whole” the 
most difficult of the Mozart piano concertos. “But the performer is not 
sufficiently repaid by the effort of overcoming them,” he insists. “For it is all 
rather frigid and comparatively unoriginal.” Compare Professor Tovey’s words 
about the concerto’s “breadth” and “boldness and richness of style.” To Blom, 
the C major was the one work of this period betraying “a certain laxity of 
spirits.” To Tovey it represented Mozart at the highest maturity of his powers. 
Of the first .movement he wrote: “The music carries us out with its tide, and 
we realize that we have indeed begun a grand voyage of discovery.” 

The few earlier references in Mozart literature to the C major would seem 
to uphold Professor Tovey rather than his learned colleague. Carl Reinicke 
speaks of its “lively brilliance and dramatic excitement” ("lebhafter Glanz und 
dramatische Erregung”). Abert, in his revised and amplified edition of Jahn’s 
biography, noted a quality common to all three of the late C major Concertos 
(K. 415, K. 467, and K. 503): “A powerful, at times taut dignity, which in the 
last of the three is constantly struggling with all kinds of dark undercurrents, 
thanks to the characteristic changes of major and minor.” Jahn himself de¬ 
scribed the concerto as glanzend und prdchtig —another reference to its bril¬ 
liance and splendor. Abraham Veinus’s phrase for the score is suggestive: 
“A bit impersonal in a towering sort of way”—on the whole, though, “an 
inscrutable work.” 

What strikes one particularly is the amazing polyphonic wealth of the score, 
its myriad-hued texture, yielding, on closer scrutiny, ever-growing design in 
its intricacy of detail. The orchestration is typical of Mozart’s maturest style 
in the imagination and resource with which he utilizes every instrument. In 
these later scores of Mozart, integration of piano and orchestra in a fresh and 
vital unity had become an established fact in concerto writing. The accom¬ 
paniment is no longer merely a prop. A new reciprocal play of themes, novel 
coloring, and rich counterpoint serve to heighten the effect of the whole fabric, 
besides setting off the solo voice more vividly. In short, a new teamwork 
between piano and orchestra had been found. 

Another remarkable feature is the way the three movements are strongly 
differentiated. Despite its tender second subject, a majestic spirit sweeps through 
the opening Allegro maestoso. Contrastingly, the second movement (Andante) 
is of a “celestial placidity” rarely equalled even by Mozart himself. Special 
vigilance is needed in the sustained song of the Andante since the performer 
“must express very much with very few notes.” The finale (Allegretto) again 
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leaps to a sharply divergent mood, being witty, joyous, and exuberant. Here 
perp,etuum mobile is suggested in an almost continuous span of sixteenth-nol 
triplets. While the writing is difficult for both hands, the right is subjected t 
a sharper test of staying power. Special note has been taken of the developmer 
section of the opening Allegro maestoso, built on a march theme in E mina 
Of it Professor Tovey writes: 

The Concerto has been grand and surprising, leaving us continually mystified a 
to what is to happen, and now it takes shape. This theme that so happily pulls th 
whole design together all the way back from its single appearance in the ritornellc 
now moves calmly through a long series of very straightforward sequences througl 
various keys. 

But though the sequences are simple in their steps, they are infinitely varied ii 
coloring, and they rapidly increase in complexity until, to the surprise o£ any om 
who still believes that Mozart is a childishly simple composer, they move in eighi 
real parts. These eight parts are in triple, or, if we count added thirds, quadrupk 
canon, two in the strings, four in the wind with the added thirds, and two of ligli! 
antiphonal scales in the pianoforte. No such polyphony has occurred since in any 
concerto, except one passage in the middle of the finale of Brahms D minor r authors 
italics].” 

In the Andante the big moment comes when the piano builds up the second 
subject and returns by a really colossal passage on a dominant pedal to the 
main theme in the tonic. * In the rondo finale Mozart achieves a breadth of style 
in the free-rhythmed connecting passages between the main sections “that was 
never approached until surpassed by Beethoven,” according to Professor Tovey. 
Besides the piano, the Concerto is scored for one flute, two oboes, two bassoons, 
two horns, two trumpets, tympani, and strings. Trumpets and tympani are 
omitted from the second movement. 

The work was first published by Mozart’s widow Constanze at her own 
expense in 1798. This is indicated in an Italian inscription found in that edition: 
iVr. I del retaggio del defunto pubhcato alle spese della vedovafi The retaggio, 
or legacy, alluded to was the huge mass of manuscript scores left by Mozart. 
The subsequent story of these posthumous publications is involved and at times 
dismal. There was the expected bargaining and bickering. Even Constanze’s 
new husband, the Danish diplomat George N. Nissen, felt called upon to play 
a part in the transactions. He suspected chicanery on the part of the first pub¬ 
lisher to buy up the priceless bequest. “Don’t attach too much importance to 
his fussiness and preciseness,” Constanze mollifies Johann A. Andre, the buyer, 
after casually mentioning her husband’s suspicions. “See that you preserve your 
present good will, which, indeed, I merit in return for what I feel as your most 
devoted friend and servant.” It seems Nissen, who kept a careful tally of 
successive opus issues, thought he had detected a sinister discrepancy in Andre s 
numbering. 
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While one of the world’s greatest artistic legacies was making its way into 
profitable circulation, what still remained of the legator lay buried in a pauper’s 
grave. 

L.B. 

Concerto for Piano and Orchestra in B flat major (K. 595 ) 

I. Allegro, II. Larghetto. III. Allegro. 

The last of Mozart’s piano concertos is dated Jan. 5,1791. It was first performed 
on Mar. 4 of the same year. The piece is in the traditional three movements, 
and its orchestral score calls for one flute, two oboes, two bassoons, two horns, 
and strings. 

Eric Blom, in the Master Musicians Series, describes it as a “truly valedictory 
work, with a kind of chastened mood occasionally verging on a feeling of 
oppressive foreboding.” 

Abert, in turn, defines it as the best among the last group of piano concertos. 
He discovers a relationship between it and its predecessors in form and struc¬ 
ture, but that it departs considerably from them in character and compass. 
He says: 

One gets the impression that Mozart had composed it for himself rather than for 
the general public, for the joyous brilliance of the old yields here to a highly personal 
and remarkably resigned tone, which distinguishes it sharply, for one thing, from 
the passionate fervor of both earlier concertos in the minor. 

Mozart here makes more reserved use of his contrapuntal art than is his wont in 
this form, though in this respect the working out of the first movement, for example, 
does not disown its period of origin. The striving for unity and inwardness of the 
whole idiom emerges so much the clearer. 

Though even this work demands a brilliant technic, more so than before technic 
is brought to the service of musical thought development, and even the concerto 
idea is more sharply grasped. 

Nine days after the completion of the B flat major Concerto Mozart wrote a 

song entitled “Sehnsucht nach dem Fruhlinge,” which bears an unmistakable 

resemblance to the rondo theme of the concluding Allegro. 

66 r. c. B. 

Concerto for Violin and Orchestra in D major (K. 218) 

I. Allegro. II. Andante cantabile. III. Rondeau: Andante grazioso; Allegro 
ma non troppo. 

Mozart composed five violin concertos between the months of April and 
December, 1775. This was during his Salzburg appointment and, doubtless, 
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they were for his own use, as well as for the court Kappellmeister BrunettL 
Three of these are considered the most important of the set, viz., the G major 
(K. 216), the present work, and the A major (K. 219). Dyneley Hussey 
considers them 

magnificent examples of his [Mozart’s] work of the period. They are not free from 
the faults of style, notably the routinier working out, full of “bare runs and un¬ 
meaning passages” [a quotation from Edward MacDowell] of the first movements, 
the subjects of which are always enchanting. 

On the other hand, the delicate grace of the slow movements and the delightful 
inventions of the Rondeaux (he uses always the French spelling, which indicates 
also the French form and style of the music) fully compensate us for the rather 
banal decorations of the solo parts. His prodigality of ideas finds full scope in these 
final movements, where one delightful melody follows another and nothing comes 
amiss. 

However, emphasis on the French characteristics of form and style need not 
obscure the fact that “the young Mozart of these concertos,” as the late Pitts 
Sanborn once wrote, “was an accomplished cosmopolitan.” And he substan¬ 
tiated his theory with the suggestion that they are “German in melody, Italian 
in the violin technic—Tartini and Nardini come first to mind—and to a lesser 
degree in the melody also.” Eric Blom adds an international fillip of his own 
with the discovery that Hungarian gypsy influences may be found in the A 
major (K. 219). 

Mozart’s own nickname for the D major was “the Strassburg Concerto.” 
That information comes from a letter he wrote to his father on Oct. 19, 1777. 
Mozart had had lunch at the Heiligkreuz Monastery, it seems, and he spoke of 
the occasion as follows: 

During the meal we had some music. In spite of their poor fiddling, I prefer the 
monastery players to the Augsburg orchestra. I performed a symphony and played 
Vanhall’s Violin Concerto in B flat, which was unanimously applauded. The Dean, 
who is a cousin of Eberlin, by name Zsechinger, is a fine, jolly fellow and knows 
Papa quite well. In the evening at supper I played my Strassburg Concerto, which 
went like oil. Everyone praised my beautiful, pure tone. 

The Strassburg epithet is not entirely inapropos, for a theme over the drone 
bass in the finale is remindful of a Strassburg dance tune. 

As is customary with all the concertos in the series, the accompanying 
orchestra consists only of the strings, two oboes, and two horns. 

In the first movement (Allegro, D major, 4/4) the main subject appears 
immediately with the notes of the common chord in D used in natural se¬ 
quence, as in a military call. A melodious second subject is brought in by the 
solo violin, which is given two cadenzas, one in this movement and another in 
the next. 



WOLFGANG AMADEUS MOZART 487 

The slow movement (Andante cantabile, A major, 3/4) is very lyrical and 
flowing. 

The Rondeau (Andante grazioso, D major, 2/4) offers hints o£ sonata as 
well as rondo form. Its second section is an Allegro ma non troppo (6/8). 

R.C. B. 


Concerto for Violin and Orchestra in A major, No. 5 
(K. 21 9 ) 

I. Allegro aperto. II. Adagio. III. Rondo: Tempo di menuetto. 

Eric Blom joined in the international hunt for stylistic origins by tracing 
Hungarian gypsy influences in the A major Concerto, a theory later sustained 
by Abraham Veinus, who dubbed the trio middle section of the finale an 
“uninhibited Hungarian rhapsody—the kind of wonderful folkish outburst 
one expects to find in Haydn rather than in Mozart.” One passage in the Rondo 
finale even admits Turkey to the conference table of this polyglot concerto, as 
we shall see. 

I. Allegro aperto (A major, 4/4). The first and second themes are heard in 
a tutti typical of the period (the first theme only partially foreshadowed). The 
solo violin now enters surprisingly, in almost improvisational fashion. “Instead 
of introducing the first theme full blown,” wrote Sanborn, “it enters with a 
melodious Adagio, the running accompaniment of which has been likened to 
the figure that accompanies Agathe’s ‘Leise, leise’ in Weber’s Der Freischutz? 
As the impromptu-like episode ends, the Allegro aperto ( aperto , meaning 

open,” designates a broadly and clearly phrased Allegro) returns and the 
violin expounds the first theme fully. A second subject follows in E major, 
while a third theme, in C sharp minor, is discoursed by the solo voice before the 
brief development begins. 

II. Adagio (E major, 2/4). The material of both themes of this movement 
again first appears in an orchestral announcement. The haunting first melody 
is then heard in the upper octave of the violin. Later the key shifts to B major 
as the strings chant the second theme. The solo violin then takes it up. There 
is again a short development section. A year after composing the Concerto, 
Mozart wrote a substitute movement for this Adagio. Kapellmeister Brunetti, 
we learn from a letter of Leopold’s to his son dated Oct. 9, 1777, “found the 
other one too artificial.” [Sicl\ The alternate movement appears in the Mozart 
catalogue as K. 261. Of it Alfred Einstein ventures to say that “despite its 
tenderness and its enchanted, shimmering sonority, it cannot match the sim¬ 
plicity and innocence of the original Adagio.” 
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III. Rondo: Tempo di menuetto (A major, 3/4). Though not strictly a 
minuet the final movement of this Concerto “has something of its character.” 
The contrasting two themes are in A major and E major. The trio suggesting 
Hungarian folk music is in F sharp minor. At one place the movement is 
interrupted by a contredanse in A minor (2/2), “a take-off of the dance music 
favored at the public balls of the period in Vienna.” This episode, often com¬ 
pared to the Turkish rondo of Mozart’s A major Piano Sonata, Einstein 
describes as “a humorous outbreak of sound and fury in ‘Turkish’ style.” 
Moreover, he points out, “Mozart borrowed the noisy tutti in A minor of this 
‘Turkish’ intermezzo from himself. It had originally occurred in the ballet 
Le Gelosie del serraglio, which he wrote in 1773 in Milan for his Ludo Silla" 
The contrast of this passage with the “menuetto” proper is striking. The themes 
undergo tricky embroidery in the recapitulation section of the finale. 

Joseph Joachim, who wrote excellent cadenzas for this work, numbered it 
among his favorite concertos. So did the great English scholar Donald Francis 
Tovey, who spoke of its “special vein of epigrammatic comedy” and its “fan¬ 
tastic kind of childlike beauty.” Of his own performance of one of these 
concertos Mozart said that “it went like oil”—which is, perhaps, a good rule 
to lay down regarding the way they should all be played. ^ 


"Sinfonia Concertante” for Violin, Viola, and Orchestra 
in E flat major (K. 364) 

I. Allegro maestoso. II. Andante. III. Presto. 

A shroud of silence and mystery covers the origin o£ this composition. That it 
dates from the summer or late summer of 1779, while Mozart was still in the 
service of the Archbishop of Salzburg, seems fairly certain. There is no surviv¬ 
ing manuscript to give us the precise date and no reference in Mozart’s 
voluminous correspondence to indicate the occasion of the premiere. Sketches 
of the few final bars of the first movement are extant, with fragments of 
cadenza writing on the other side. Johann Andre brought out the first edition 
of this “double concerto” in 1801. Subsequent editions include arrangements 
for piano (four hands), and for violin, viola, and piano (Breitkopf and Hartel). 
There is a strong possibility that Mozart wrote the viola part with himself in 
mind as soloist. Although he was a facile violinist, he began to favor the viola 
during the Salzburg period, a switch in allegiance that infuriated his father 
Leopold. Later, when Joseph Haydn used to visit him in Vienna, Mozart would 
play the viola in the frequent quartet sessions. Haydn would be first violinist, 
his friend Karl Dittersdorf second violinist, and Johann Wanhal cellist. Ditters- 
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dor£, a brilliant virtuoso, is assumed to Have trained Haydn in the violin, though 
Haydn’s first love, of course, like Mozart’s, was the keyboard. 

Mozart’s special feeling for the viola may be noted in the writing for the solo 
part of the Sinfonia Concertante . The part for viola is written a half-tone lower, 
i.e., in D, instead of E flat. There was good reason for this. By tuning the viola 
a half-tone up, the soloist would achieve greater brightness and clarity against 
the supporting violas of the orchestra. Mozart probably wanted the friendly 
rivalry of the solo instruments to run on an evener plane. One notes this im¬ 
partiality throughout the work in the treatment of the solo voices. The solo 
instruments move in chatty emulation, almost the precise way they do in 
Mozarts Concerto for Two Pianos (K. 365), which is in the same key and 
dates from the same period. In the allotment of melodies the basis is also one of 
strict equality. Shortly after composing the Sinfonia Concertante, Mozart 
tackled another for violin, viola, and cello, but never finished it. Alfred Einstein 
refers to this second Concertante as a “mighty torso” and lists it in an appendix 
of his monumental edition of the Kochel catalogue as No. 104. 

Despite the scant hearings accorded the Sinfonia Concertante for violin and 
viola, the Mozart scholars all hail it as a creative summit of Mozart’s Salzburg 
period. Alfred Einstein goes so far as to call it Mozart’s “crowning achievement 
in the field of the violin concerto.” Another keen Mozart student, Noel Straus, 
frankly affirmed in a recent review that the Sinfonia Concertante excelled 
Beethovens triple concerto and Brahms’s double concerto in its “unification 
and fusion of the symphonic and concertolike factors involved,” Abert speaks 
of its proud, dark splendor,” and Eric Blom returns to this theme of dim 
luster by sensing still darker things: 

A beautiful, dark-colored work in which a passion not at all suited to an 
archiepiscopal court, and perhaps disclosing active revolt against it, seems to 
smolder under a perfectly decorous style and exquisite proportions.” 

Mr. Blom’s suspicion that the Sinfonia Concertante hides a secret aim under 
its suave mantle is not so far-fetched. Mozart was not happy in the oppressive 
atmosphere of the Salzburg court. He had returned from triumphs in Paris and 
Mannheim a maturer artist with a new sense of freedom and independence. 
There had been stormy sessions with his employer over the court rules and 
regulations that bound down the young genius. Requests for leaves of absence 
and even complete release led to fresh unpleasantness. The final break with the 
Archbishop of Salzburg was to come in the spring of 1781, when Mozart 
appeared one day with a formal resignation. Employer and employee exchanged 
some candid thoughts, and the interview came to an abrupt end with the 
celebrated episcopal kick. The revolt that was smoldering in the Sinfonia 
Concertante of two years before had finally come to a furious and perhaps 
inglorious climax. 
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The fresh power that Mozart brought back with him from his tours throbs 
through all three movements of the Sinfonia Concertante. The work seems an 
epitome of Mozart’s resources during those summer months of 1779. The style 
is broader, the feeling richer. The orchestra is no mere support, but a highly 
articulate participant in this symposium of theme and development. Though 
the solo instruments have right of way, the other instruments insist- on rights of 
their own. There is a closer rapport between the violin and viola and the 
orchestra, and the emotional focus is stronger. As Einstein points out, the 
Sinfonia Concertante has broken away from the diverting gallantries of 
“entertainment” music. Something deeper and graver has replaced the light 
chatter and rippling laughter of earlier serenades. Each of the movements 
reveals a firmer unity of structure, the orchestra is continuously alive with fresh 
details, and wind instruments are assigned major thematic roles in the orchestral 
scheme. Mozart seems to have concentrated his strongest feelings in the first 
two movements, but the finale has a driving power of its own. As Abert puts it, 
“the dark spirits have vanished, but the strength remains.” 

Notable in the first movement, too, is the use of the “Mannheim crescendo,” 
another souvenir of Mozart’s recent travels. The effect of orchestral unity is also 
enhanced by the single tonality. Both end movements are in E flat, the Andante 
being in the relative key of C minor. Even the side theme brought in by the 
winds in the first movement is in E flat. The three movements of the Sinfonia 
Concertante are: I. Allegro maestoso, 4/4, E flat major; II. Andante, 3/4, 
C minor; III. Presto, 2/4, E flat major. The original scoring calls for two 
violins, two violas, bass, two oboes, and two horns, besides the solo violin and 
viola. Mozart wrote out the cadenzas for the Sinfonia Concertante . The story 
is that the copy used by Andre for the first edition contained the cadenzas in 
Mozart’s handwriting. This edition was used at the Mozart Festival in 
Salzburg in 1856, which Otto Jahn refers to in his biography of Mozart. 


L.B. 


Overture to "The Marriage of Figaro” ("Le Nozze di 
Figaro”) 

Mozart’s bubbling opera buffa was first produced at the Burgtheater, Vienna, 
on May 1, 1786. Lorenzo da Ponte had provided the libretto, based, of course, 
on Beaumarchais’ satiric comedy of manners Le Manage de Figaro, ou la Folle 
journee . There is a tradition that the opera was first heard in America in 1799, 
when it was supposedly presented in New York with the title The Follies of 
a Day . Yet, a performance in English at the Park Theater, New York, on 
May 10, 1824, was billed as the “first time in America.” English versions of 
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Mozarts comic masterpiece were popular in both England and America 
throughout the first half of the nineteenth century. 

The Metropolitan Opera House first brought the work into its repertory on 
Jan. 31, 1894, when the original Italian was used. In the cast were Emma 
Eames as the Countess Almaviva, Lillian Nordica as Susanna, Sigrid Arnold- 
son as Cherubino, Edouard de Reszke as Almaviva, and Mario Ancona as 
Figaro. Emilio Bevignani conducted. A historic Metropolitan revival of the 
opera was that of Jan. 13, 1909, with Gustav Mahler conducting and Emma 
Eames, Marcella Sembrich, Geraldine Farrar, Antonio Scotti, and Adamo 
Didur heading the cast. Mahler had earlier acquired great prestige as a Mozart 
interpreter in Vienna. 

In his lively Memoirs , librettist da Ponte gives an account of how the opera 
buffa came to be written and produced. 

Talking one day with Mozart, he asked me if I could turn Beaumarchais’ Noces 
de Figaro into an opera. The idea was to my taste, and its success was immediate 
and universal. 

For some time this play had been forbidden by the Emperor because of its 
immorality. How then to propose it anew ... I awaited the opportune moment to 
propose the poem either to the Intendent or, if I had the courage, to the Emperor 
himself. 

As fast as I wrote the words, Mozart wrote the music, and it was all finished in 
six weeks. The lucky star of Mozart willed an opportune moment and permitted me 
to carry my manuscript directly to the Emperor. 

Whats this? said Joseph to me. You know that Mozart, while remarkable 
for his instrumental music, has with one exception never written for song, and the 
exception is not much good.” 

I answered timidly, “Without the kindness of the Emperor, I should have written 
only one drama in Vienna.” 

True. But I have already forbidden the German company to give this play, 
Figaro” 

I know it; but in turning it into an opera, I have cut out whole scenes, shortened 
others, and been careful everywhere to omit anything that might shock the con¬ 
ventionalities and good taste. In a word, I have made a work worthy of the theater 
honored by His Majesty’s protection. 

As for the music, as far as I can judge, it seems to me a masterpiece.” 

Da Ponte’s persuasive eloquence worked. “Very well,” said the Emperor, 
according to the ebullient factotum, “I trust to your taste and prudence. Send 
the score to the copyists.” 

Mozart personally coached the whole cast for the Burgtheater premiere of 
1786. There were repeated meetings. The Irish tenor Michael Kelly, who took 
part in that performance, has left a vivid glimpse of Mozart during one such 
session with the company: “I shall never forget his little animated countenance, 
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when lighted up with the glowing rays of genius; it is as impossible to describe 
as it would be to paint sunbeams A 

Lacking a development section, the Overture (D majot, 4 4) is in condensed 
sonata form. A fleet passage in eighth notes presents the gay first theme. A 
subsidiary subject is brought in, and then the setond flu me, in A major, flashes 
brightly from the violins. The customary tree fantasia is Lnking in this Over* 
ture, which ends, however, in a longer coda than usual, l hr suae calls for flute, 
two oboes, two clarinets, two bassoons, two horns, two u limpets, kettledrums, 
and strings. ^ 


Overture to "Don Giovanni** 

Of the two versions employed in concert halls, Leopold Stokowski has 
observed; 

In concert performances Mozart’s Overture to /kin iiiovanm is usually played 
with a Finale composed by Johann Andre, published bv Brcukopt and ILirteL 
Andrfs Finale is scholarly, but conventional ami unmspned, It would tv far better 
for the Finale to be Mozart’s own music. The end of the great scene tvtwmi the 
Commendatore and Don Giovanni is musically pertru Un this Finale, Not only is 
this inspired music, but it is appropriate in character and design, Ivcause the 
Overture will then begin and end in the same mood of dtamufie intensity, thus 
unifying the whole composition. 

The moral play El Burlador de Sevilla* y Conoid ado de Bitdm (The Stacker 
of Seville and the Stone Guest) by the Spanish monk t hthitel Telle/, who used 
the pen name of Tirso tie Molina, is, according to Fa nest Newman, ’kite ukf 
mate origin of the story of Don Giovanni!* The 1 no * play* dared I MO, is 
believed to be a compact of old legends about a lukehrllv Spanish nobleman 
and certain festivities interrupted by the appeal ante of a suutr, 

Lorenzo da Ponte’s libretto, it has been pointed our, is im finitely unrelated 
to that of one Hcrtati, who did the libretto for the opera ll Comntato Jl Pktm 
(The Stone Guest), music by the Italian Gaz/amga, a wmk given in Venice, 
1787, some time before the premiere, in Prague, < h r, 7N LAC, uf Mo/artN 
In any case, the celebrated talc has had numerous imeipretations from a great 
variety of authors, among them Molierc, whose / hm Juan* on It Be it in de pirn 
was produced in Paris in lUfA Another is Thomas KhadwrllS play The Uher - 
tine, given in 1676. There was a drama by one < iilttrrfi f Naples, US2) and 
another by a Cigogni around the same lime, Sr ill of her Italian vmtotis aht, 
as well as French, German, mid Spanish ones, 

The composers have by no means neglected it; for, iti addition to the Mozart 
and Gazzaniga works, there is the unfinished opera The Stoat (hmt bv 
Dargomyjsky, besides a (duck ballet wore, and so on, 
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A provocative legend about the composition of the Overture to Don Giovanni 
is that Mozart wrote it during one night—the night before the premiere, 
naturally—handing the manuscript to the copyists the following morning. His 
wife Constunz.e is supposed to have sat up with him, telling him stories to keep 
him awake. I he story tells also that the piece was read at sight by the orchestra 
on the all-important evening. 

Some hold that all this took place the night before the eve of the performance 
—before the final rehearsal, that: is. 

Newman observes; 

Mozait s own dating of his score makes this a matter of certainty. Nor is the feat 
of writing the Overture in a single night: quite as remarkable as it sounds. 
Mozait had not only extraordinary facility in composition; he had marvelous 
memory. "Composition;' for him, meant developing the work in his head; he found 
the business of writing it out rather tiresome, and he would often postpone it as 
long as he could. 

I here can he little doubt that the Overture to Don Giovanni had been worked 
out in his head long More the final rehearsal and that all he had to do on that 
historic night was to put the notes on paper. 

XU C. B. 

Overture to "The Magic Flute” 

Two bays before the premiere of his opera The Magic Plate Mozart wrote 

the Over lure. A product of his last months, when the composer was worn 
by illness and abject poverty, / he Magic I*lute is considered the forerunner of 
German opera. 

I he libretto, by Emmanuel Schikaneder, head of a traveling company of 
players, is extravagant, as well as allegorical. It is Masonic in its symbolism. 

The action is laid in a mythical Egypt. Sarastro, high priest of Isis, has 
abducted Lamina, daughter of the malefic Queen of the Night, in order to 
impart wisdom to her. Saved from the toils of a huge serpent by the Queen’s 
attendant ladies, Lrinee Tamino, the hero, sets out to “rescue” Lamina.'He is 
accompanied by Lapageno, the bird catcher. However, in trying to effect 
Lamina’s release he himself becomes taken up with the high ideals and aims of 
Sarastro and his followers. He serves his novitiate and, finally, he is married to 
Lamina, who has by now absorbed all the wisdom to which she has been 
exposed. 

I hr libretto has horn unmercifully ridiculed by many, but it has not been 
Without its Staunch drfrndris. Goethe, fur one, averred that "the author under- 
stood perfectly the art of piodudng great theatrical effects by contrasts.” I lege! 

praised it inordinately, perhaps, for its admixture of the real and the super¬ 
natural and far the scries of tests the hero is put through. 









494 


THE CONCERT COMPANION 


Philip Hale, writing of Schikaneder, said he was a ‘"wandering theater 
director, poet, composer, and play acton Vain, improvident, shrewd, a tore, 
he nevertheless had good qualities that won for him the friendship of Mozart,* 
Dynely Hussey, on the other hand, wrote: 

Bom at Regensburg (Ratisbon) in 1751 of the poorest imaginable parents he 
spent his early years as a vagabond fiddler. He became an actor ami was sufficiently 
successful to achieve the management of a company of his own by the time he was 
twenty-seven. He had no education whatever, yet he was not devoid of taste, as will 
be seen from the fact that his repertory included plays hv Shakeqirare (Mmfath 
Hamlet, and King Lear) > Schiller, and Lessing, and (duck's Or feu, Indeed he 
contributed a great deal towards the creation of a German national drama in the last 
years of the century. But his chief activity was the production of popular comic 
pieces, in which the spectacle played an important part. 

The Overture (E flat, major, 4/4) opens with three great chords for the full 
orchestra. In the subsequent Allegro a brilliant fugue emerges. It is interrupted, 
however, by the return of the three great chords of the opening. There is 
supposed to be some Masonic meaning attached to those chords, and it 
is interesting to note that they represent the only pan of the Overture that 
reappears in the music of the opera itself. 

The score calls for two flutes, two olioes, two clarinets, two bassoons, two 
horns, two trumpets, three trombones, and strings. 

K.CB. 

Overture to ""Die Entfuhrung a us deni SeralP* 

[Arranged by Verruca® Busoni | 

In 1781, Mozart, then living with the Weber family in Vienna, took up the 
matter of writing a German opera. The libretto was supplied him by Gottlieb 
Stephanie, an actor and inspector at the Burgflieater. The Smppid type of 
German opera had there received considerable suppiit fiotn the Hntjrmr and 
it had already met with popular favor* Umlaut *s lhe I frr^h happen had been 
the first of such works to be produced there, in 177-5, but the tfjfcftofy was 
scarcely teeming with examples of the kind, and t he impresarios were cofr 
strained to put on translations of foreign pieces, rspc* tally Fecit* It oiicm, 
Stephanie’s libretto of Die Emftthmng aut tkm Sr wit (T/ir Afultmim or 
Elopement from the Seraglto or Harem) wtmli translation covers fog about 
all the possibilities—is based on a comedy by Cttmioph Hicf/urr* Moarfi 
pleasure in the subject was unbounded, though hr did Itttd many little faults of 
construction with it, as letters written to his fadtci anrsu However, fie took hit 
own good time about completing it, pankulaity ftrcaihr of lm wifrrior crilkal 
faculties and because the desire to accomplish a wot thy fob with a type of work 
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housed FrauWetret I in the Weber 

jlaugkm ( hough she had done t ,«, wdi f „ r „ M o£ ? a l a 

if 7 "R “ " "*% 1« J »“sh.cr Constuntse to Mozart. 

Mean,, ink, Mozart pere leal [lean sanding fulminating letters to his son and 
one ot them or.lere.l him to leave the Weber household Hut he was akidv 
engaged t h, that tinte. The opera, after many huZsbeS 

„Z’m I o“T:, “’ ally T ****■ “> '“,w came further d^s 

owing to all soils ,1 ,t.tle.ua mtorierenees and other complications. The Em- 
peror „«t.pl‘ il, a, long last, step,*,! itt and or.lere.l its pr,!d„„io„ for ,1„ 

17 - t"?' ,rU ‘ n ' “ '-'l»city crowd, which enthused over it, in spite of a 

minority group s a,,™. wreck it. Each of the numbers r eeiid Z 

.,.,,1 ttse, bringing al„„, tttany encores. Mud, svas matle „t the muSt Zt 
tnaltty and dartug and even the conserve,ive Emperor i„f„ rmc( I M oZ 4," it 
was better , \ temtese ears deserved. He aim Jai.I that there we“« many 

“ Z uLd' Ti". T'i ™' "'1 Wri " C '' d ” w " ”"'y “ »>imy 

always drew Zt attdieZ *“ **« *> ««*. *»d l 

in Vienna as "Turkish music ” Mora - h, '‘ “ lnown thc " 
“It 'iltcni itcs itrru- , c ’ , . " ' 1,1 ‘h-v-ussing the Overture has written, 

f ' S 1 ' < V m ‘ •»“' I uunn ’ '•><• Turkish music In-iim always forte 
modulated by champs of key, and I du nor ,hi„L- „ h Y Iortt ’ 

h ^ k u not Uunk **ayonc can go to sleep over it.’ 1 

IOC. B. 

Overture to "Idomcneo” 

(Jrnmgrd by Farmrio Ihisewi] 

JjZT 1 ' !!l k Vl MW * :ln " <lf ' cra ’ which tlates f«»m lus twenty-fifth year is 
Mommea. R? <h Cma. omu: Ilia rd IJamante. An ‘'opera scrij in hr!t I’r * 

it was composed lor dir Munich PirmVil tJ t7«t i , t 1 

x , , , , iunu a v ntimval ot i/hl ami produced there on Pm to 

fcl the i" y 

^,rr-f w * *7? 

The \bh'’( ■ r> V ’V”? ;uu ' u ‘ <;er,M;,n rranslatiun by Sehachiucr ” 

» '"• reH '' !mm “ ‘•' re ‘ ld ‘ ™ “f Daucltct, 

10 ntttsie M, V ; i ”? "T" 1.. *”** •»«“ ,n •»!«* h 

intent inn Imfi h, !' '" t! >■ lhm - “rratel, by deliberate 

Z , Wh , !-f r r '*? -T’ S ‘“ ,ks <* "» “■"onumental 

% 1 ' Vh " p hc,u 0i l usslt,n th * lt wc find in this work and shall never 
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find again.” On Jan. 18, eleven days before the premiere, we discover Mozart 
who had been struggling with what he termed “the cursed dances” for ; 
divertissement, sighing with relief: “Praised be God, at last I have come to th< 
end of it!” 

Besides the Overture, Busoni also arranged the Festal March of the seconc 
act and the Sacrifice Scene of the third act for concert use, dedicating the set tc 
Othmar Schoeck when it was published in 1919. 

L. B. 

Overture to "Der Schauspieldirektor 53 ("The Impresario 53 ) 
(K. 486) 

Though often included among Mozart’s operas, Der Schauspieldirektor (The 
Impresario) is a slight one-act farce with incidental music consisting, in all, of 
five numbers, the bright and bustling Overture included. Gottlieb Stephanie, 
actor, librettist, and Burgtheater inspector, wrote the winding and witless text, 
which Mozart adorned with four vocal gems: two arias and two trios. 

The comedy was commissioned by the Emperor Joseph II and produced at 
the orangery in Schonbrunn on Feb. 7, 1786, less than two months before the 
premiere in Vienna of Mozart’s comic masterpiece Le Nozze di Figaro . The 
occasion was a reception in honor of visiting Netherlands officials. Both the 
German and Italian troupes earlier organized by the Emperor took part in the 
festivities, the Italians concentrating on Salieri’s Prima la Musica e Poi le Parole 
(First the Music and Then the Words). The Germans apparently did most of 
the talking, since the rambling dialogue between the Mozart arias runs to 
absurd lengths. 

Eric Blom maintains that the vocal music, meager though it be, ranks with 
Mozart’s maturest dramatic and psychological style. The arias are full of tender¬ 
ness and delineative power, besides demanding great technical skill. The real 
marvel is the trio, in which the buffo tenor (the Impresario) tries to mollify two 
claimants for a prima-donna role. In the finale-—actually a somewhat modified 
rondo—all three agree that singers should forget their petty squabbles and 
jealousies and serve only art, or, as freely adapted by Blom: 

Artists, it is true, must ever 
Hold in high esteem their fame; 

But that each alone is clever 

Is a thought that must forever 
Be redounding to the shame 
Of an artist with a name. 

Der Schauspieldire\tor has been revived from time to time, though seldom 
in its original form. The plot has undergone drastic change, and Mozart and 
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his librettist Scluckaneder have been brought into the cast as key figures in a 
thea ncal tangle. By uitroduang Mozart himself, adapters naturally did not 
ovule ok the thanus for romantic intrigue in the plot. In the comedy the 
Impresario settles the issue by giving the top role to both prima donnas Each 

“ t0 7 C -7 aSpCCt 1 <>i thc l charaCtCr - Whil1 ^ i-test thTSe hero 

cannot be m low wnh two heroines, the wily Impresario meets the objection 
with the query: "Do / not love you both?” J 

Naturally.unite ol lire versions cmployiu B Mozart as a character was staged 
while "ran Umaanzc Mozart was sniU alive. Whatever the seraphic oualities of 
Ills music, i iii/.an was ol course no saint in his private life. The stories of his 
amours w h suieers. wlule no douh, o,u, BB cm,ed. have been luuuletl tiown by 
mrlv rel.al.ie allcapo, t u,d assoeian-s of Mozar,. I, was rumored tha, whiie 
1,» was in rehearsal Mozar, carried on love allairs will, his Berlin., 

Donna Alma and Donnai Hvira •“perhaps," sardonically remarks Worn, “with 

XZ l. S " r'" T u T r l~«< ^tescuir,., arose 

du m„ ill! .y/nuo/s Mn-krur reliearsals. ’lire arias were such as lo require 

arduous carl,.., B . A, any rale, Mozar. in ,he role of romantic intern, i„ a 
modified sumoii n Ihr Imprrtrrm ,s not lar-fdchcd. In later revivals of the 
little work, arias culled trum other Mozart sources have been interpolated to fill 
mu the scam allotment ol music. 

Whai Blonu following Ahcrt, detects as a note of “deliberate, tongue-in~the- 
cheek parody m the Overture may he traceable to the presence on the Sclmn- 
brunn pmgram. «,j a work by Mozart’s rival, Salieri. As tut exponent of the 
Ulum sdioul v Sah m was the Emperor Josephs favorite composer. No\|, the 
verture is Itahan m form ^ almost to mock imitation. If Mozart intended it as 
such, ’he parody was certainly lost on the Emperor. Salieri, however, probably 
got it. I ul not Mozart’s IrinuI Michael Kelly speak of the Emperor's Maestro 
‘ 1 U:i ! )clla a * a f «'n shrewd man possessed of crooked wisdom”? 


Lm B. 


Fine Kleinc Nachtmasik,” Serenade for String Orchestra 

(K. ns) 

I, Allegro. II. Romanze. III. Menuetto; Allegretto. IV. Rondo: Allegro. 

Thk most widely played ami popular of Mozart’s works for orchestra, Einc 
klan, Nachrmu-ik dates from 1787. It was a crucial period for Mozatt. 
Dor, Cnovanm was composed that year, along with two of his finest string 
qumtets, in C major arul (J minor (K. 515-516), and the brilliant A major 
Violin Sonata (K. f.’b). In February his little Viennese circle of friends broke 
up, with the htorau-s, Kelly, and Attwood all returning home to England. 
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Mozart almost went along. On May 28 his father died. Then one day a rougl 
looking lad of seventeen, with a heavy Rhenish accent, came in for an auditioi 
Mozart listened, at first politely, then sharply. The visitor showed startling gif 
at the piano. Later Mozart remarked to others present in the room: “Th. 
young man should be watched. He will soon make a noise in the world.” Th 
boy’s name was Ludwig van Beethoven. 

The manuscript score of Eine Kleine Nachtmusi\ carries Aug. 10, 1787, a 
the date of completion. It is a compact and faultlessly balanced work, will 
beautiful melodies woven into a highly polished fabric. The opening Allegr 
(G major, 4/4) is a perfect sonatina. Its mood is frankly romantic in pi are. 
The vigorous chief theme contrasts neady with the suave theme following it 
In the slow movement (Romanze, Andante, C major, 2/2) four themes an 
used, the form being that of a rondo. Mystery and romance are suggested ii 
the murmurous middle section. The Menuetto (Allegretto, G major, 3/4) ha 
a whispery trio in D major. 

The theme of the bright and chattery Rondo finale (Allegro, 2/2) is “th< 
naive Viennese popular song to the very life of Schikaneder’s Papageno it 
The Magic Flute" to quote Eric Blom. 

L.B. 


"Six German Dances” (K. 571 ) 

When Gluck died on Nov. 15, 1787, Emperor Joseph II cast about for a 

SUCC if SOr t0 ^ C ° Urt com P oser - The clloice fell on Mozart. Thus, on Dec. 7 
of thpt year the Salzburg genius became “court chamber musician” at a salary 
of 800 florins a year, a saving of 1,200 florins for the economical Joseph, who 
.had paid Gluck 2,000. But, then, Joseph II never professed to like Mozart’s 
music, despite Michael Kelly’s statement that he was “passionately fond of 
music and a most excellent and accurate judge of it.” Still, the money came in 
handy, what with Mozart’s haphazard budgeting, an increasing family, and 
mounting doctor s bills. This was the period of the repeated borrowings from 
the merchant Puchberg. 

Mozart s imperial duties boiled down to writing dance music for the masked 
balls held in the Redoutensaale, located in a wing of the Hofburg on the right 
side of the Josephplatz in Vienna. Quite philosophically he regarded the pay 
as “too high for what he did.” 

What he did in the next few years reads like a ballroom dance catalogue. 
The Emperor ordered no operas or symphonies, only dance music for the gay 
celebrants of the Redoutensaale. The year 1788 brought six Deutsche (or 
Teutsche) and twelve minuets. Twelve Deutsche and a fresh dozen of minuets 
followed the next year. The year 1790 yielded none. In respectful observance of 
Joseph II s death (Feb. 20), the Redoutensaale festivities were suspended. 
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Leopold n^caKW .h. .hr,™ Mar. 13 . Whet, the tnt^eractei war. 

TT f >’ a ‘ ’8““ S° c bury, and 

out afrtsh. ust tamo m ajduumal mmuuts, then six more Deutsche, fired 

b, (our s, hvo omiiury dances. ,w„ more minuets, and three mom 

Dttttuh,. Iht niord alsii includes six Landfcr and later that year a half dozen 

rhtuprdy'm :;:;. 1 ’"'' 1 " E - ^ - “-w*. w ** 

Viennese from all classes were invited to the Redoutensaalc “masked balls,” 
the Lmpuor delighting m the spectacle of democratic mingling. They usually 
took p ace on Sundays: dunng the Car,rival season, on Shrove Tuesday, and on 
the last thuc days of the carnival. As may he gathered from the Mozart inven- 
tar^ muuH't.s, waltzes {Deutschland country dances were alternately played. 
H tn<x the wait/, -the Detacher Ianz~was already the rage of Vienna. Be¬ 
cause of the huge uowds drawn to the affairs, it is said only the “lower classes 
danced the wait/. After die Emperor's death the director of the Court Theater 
went on purchasing dances from_ local composers. Hummel, Haydn, and 
Beethoven all earned a few ducats filling the director’s orders. 

In Mozart s time the Viennese waltz, the Deutscher, was ’a lilting, gliding 
dana- a more popular Candler,” with the heat sharply marked and the dancf 
d,vuk< mm two pans each generally eight measures long. A Deutscher figures 
m Webers Der hrnschutz. In the elaborate finale of the first act of Mozart’s 
Don inovunm, the stage directions call on Lcporello and Masetto to dance a 
, -n ’ one <4 the three dances running simultaneously in the contrapuntal 
web. Ihc spirit of the ‘German dance” was strongly folkish, alike in its senti¬ 
mental strains as in its brusker assets. The minuet, of course, was Sore 
ttgant. Huts, m the opera die Don assigns the minuet to his more discin- 
gmshed guests. He himself dances a country dance with Zerlina, and Lcporello 
drags the duped Masetto into the whirl of a Deutscher Tanz 
Abert, in his monumental revision of Jahn’s biography of Mozart, observes 
that the most .striking thing about these Mozart dances is their “inexhaustible 
inventiveness, despite the fact that the simple pattern offers little scope for 
market! individuality. A trio section, often containing snatches of folk music, 
is usually m the tumor key, and Abert speaks of the delightful little touches of 
orchestral wu often occurring in the codas, giving as an instance the “Mann¬ 
heim crescendo and finale of the K. 571 group.” He mentions, too, the curiously 
tart chromatics of the concluding dance. In the K. 568 to 586 sets he detects 
Hungarian and .Spanish echoes. 

1 he Mozart Vcrzeichni* gives 178b as the year of composition of the K. 571 
group, and the place Vienna. A manuscript containing only the parts for wind 
instruments m pairs reposes in the Malherbe Collection in the library of the 
arts Cainscrvutory. The autograph reads “6 taitsches.’' The corresponding 
manuscript of the string parts (two violins and bass) has been in the Vienna 
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National Library since 1927. It bears the words “6 teutsche di Wolfgango 
Amadeo Mozart." The catalogue points out that the autograph was “previously 
in the possession of the Emperor Maximilian in the Mir amar Castle.” On 
another copy of the score appear the words “6 Deutsche Tanze aus dem 
[\dniglichen\aiserlichen ] Qeinen Redoutensaale 1790.” 

Michael Kelly, in his Reminiscences published in London in 1826, describes 
the Viennese as “in my time dancing mad.” The ladies of Vi enna who attended 
the Redoutensaale masquerades were “particularly celebrated for their grace 
and movements in waltzing, of which they never tire.” He confessed that for 
his part he found waltzing from ten at night until seven in the morning “a 
continual whirligig most tiresome to the eye and ear, to say nothing of any 
worse consequences.” 

Kelly, who was Mozart’s first Basilio in Vienna, speaks of his friend and 
patron as “an enthusiast in dancing.” Mozart’s wife went even further. “His 
taste,” she maintained, “lay in that art rather than in music.” 

L. B. 

“Serenata Notturna” (Serenade No. 6 ) in D major for 
Two Small Orchestras (K. 239) 

I. March. II. Menuetto. III. Rondo. 

Title and music alike would establish this Serenade, which dates from January, 
as an occasional offering, though no clue to the occasion inspiring it is 
available. The possibilities are many. Mozart, at the time, was in the employ of 
the Archbishop of Salzburg. Divertimentos and Cassations flowed from the 
young genius’s pen for the amusement of the Archbishop’s entourage during 
repasts and celebrations. As a rule the Archbishop encouraged only the com¬ 
position of religious music. There were exceptions. The Serenata Notturna 
could have been written for a gala occasion in the reception hall of the palace, 
though it is unlikely. The time of the year would dismiss its having been 
designed for outdoor use at a garden party. Other Serenades of Mozart were so 
destined. 

If the Serenata was composed during the last days of December, 1775, it might 
possibly have been intended as a New Year’s Day surprise. In that case his 
sister Nannerl should be numbered among the likely beneficiaries. Later, in 
July, 1776, Nannerl received the Divertimento in D as a birthday gift from her 
brother. Again, Mozart’s own birthday occurred on Jan. 17. Could he have 
impishly intended the Serenade as a self-bestowed memento? Perhaps the 
likeliest theory of all is to ascribe the Serenade to the request of a Salzburg 
merchant or titled aristocrat. Mozart rarely turned down a commission. He was 
soon to compose his Serenade in D for the marriage of Elisabeth Haffner, 
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daughter of Salzburg’s burgomaster, and later the larger scale Notturno for the 
Countess Lodron. Music’s marvellous boy could shake “occasional” tunes from 
his coat sleeve at a moment’s notice. Accordingly, the “occasion” may have been 
a ball in sumptuous surroundings, with the division of the playing personnel 
into two detached units imparting a special note of swank. 

There have been two ways of regarding this music. One was typically Eduard 
Hanslicks: that its charm vanished with the occasion it served and that its 
courtly fragrance evaporates in a concert hall. The other has been to welcome 
sunshine even when it beams from a Night Serenade. The Serenata is scored 
for two orchestras, one consisting of two violins, viola and contrabass, the other 
of a string quartet and tympani (later Mozart went himself two better by com¬ 
posing the Notturno (K. 286) for four orchestras, as if sketching out plans for 
the ballroom scene in Don Giovanni). Fascinating effects of light and shade 
abound, and the obvious possibilities of contrast are fully exploited. Often 
orchestra No. 1 acts as soloist against orchestra No. 2, with a resulting richness 
in tonal coloring. The percussion heightens the contrast, and pizzicati are 
worked in deftly to extend the color scheme. 


L.B. 








y* "' 

Otto Nicolai 

born: konigsberg, june 9, 1810. died: Berlin, may ii, 1849. 

After the fourth performance of his “Merry Wives of Windsor” 
Nicolai died suddenly , prematurely . Y<?/ ^zV c^?<?ra lives on, and even 
that masterpiece of Verdi's old age — “Falstaff”—has not displaced it. 
—Georg Richard Kruse. 


Overture to "The Merry Wives of Windsor” 

The world premiere of Nicolai’s Die Lustigen Weiber von Windsor (The 
Merry Wives of Windsor) took place at the Berlin Hofoper on Mar. 9, 1849, 
two months before the composer’s sudden death. It obtained a sensational 
success. Vienna first heard it on Feb. 12, 1852, and in this country it had its 
initial performance at the Philadelphia Academy of Music on Mar. 16, 1863. 
The following April the work had its first New York production at the Acad¬ 
emy of Music, given in the original German. An English translation by Henry 
Edward Krehbiel was given also at the Academy of Music, New York, as one 
of the presentations of the American Opera Company. 

Nicolai’s opera has had but one Metropolitan performance, that, in German, 
on Mar. 9, 1900, the reason for its appearance in the repertory of that season 
being the presence in the company of Fritz Friedrichs, a baritone who had 
abandoned the spoken drama for opera. This artist knew three parts, in all, 
Beckmesser, Alberich, and the Falstaff of Nicolai. He was highly regarded in 
Germany, but his voice won for him no encomiums here, so that The Merry 
Wives of Windsor was dropped from the Metropolitan repertory after that one 
hearing. This despite the rest of the personnel in that cast, viz., Sembrich, 
Schumann-Heink, Theodor Bertram, Olga Pevny, Lempriere Pringle, and 
Andreas Dippel. 

Another New York performance of The Merry Wives of Windsor was given 
at the Lexington Theater by a German opera company that had promised a 
“Wagnerian Opera Festival.” How the Nicolai work got mixed up with 
Wagner and festivals is something of a mystery. In any case, the cast of that 
production offered Theodor Latterman, Maria Ivogiin, Emma Bassth, Benno 
Ziegler, and Desidor Zador. And in April, 1936, the Juilliard School of Music's 
Opera Department presented the work four times in an English translation. 

The Overture to the opera has been a consistent favorite of concert-hall 
audiences, one of its earliest performances in this country being that given it 
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by the Philharmonic Society at the Academy of Music, New York, on Jan. 9 

The Overture has an introduction (Andante moderato, F major, 4/4), which 
egins with a sustained high C in the violins. Against that the basses and then 
die other instruments play a flowing melody that is developed in contrapuntal 
imitation. There follows a transitory passage of light and graceful character in 
the tonality ofFmmor. It modulates to A flat, bringing in the main body of 
the Overture (Allegro vivace, F major, 2/4). “A sprightly first subject and a 
nimble subsidiary one lead to the second subject, announced by the violins in 
octaves, which is to the life that dainty rogue, Anne Page. There is a jocund 
conclusion theme. Falstaff himself does not come into the picture till the 
working out, where he makes a blustering entrance in F minor. Thereafter he 
and Anne, in an access of jest and jollity, romp in their merry game of tag 
the length and breadth of the orchestra.” 

The Overture to The Merry Wives of Windsor is scored for two flutes (one 
interchangeable with piccolo), two oboes, two clarinets, two bassoons, four 
horns, two trumpets, three trombones, ketdedrums, bass drum, cymbals, and 
strings. 


R. o. B. 




Niccolo Paganini 

BORN! GENOA, OCT. 27 , 1782 . DIED! NICE, MAY 27 , 1840 . 

His melody is the great Italian melody, but alive with an ardor 
generally more passionate than that which one finds in the most 
beautiful pages of the dramatic composers of his country. His har¬ 
mony is always clear , simple, and of an extraordinary sonority .— 
Hector Berlioz. 


Concerto for Violin and Orchestra in D major, Op. 6 

I. Allegro mastoso. II. Adagio. III. Rondo: Allegro spiritoso. 

Composed probably in 1820 (rather than 1811, as some allege) and published 
in 1851, this Concerto has'had a curious history, dating from August Wilhelmj’s 
arrangement of the first movement as a separate piece. This arrangement found 
favor with violinists and they played it with such persistence that for a long 
time the second and third movements were all but forgotten. In December, 
1938, Fritz Kreisler gave those two sections a securer place in limbo with his 
transcription of the first movement, which he entitled simply Concertstuc\ and 
introduced at a Carnegie Hall concert of the Philadelphia Orchestra. Zino 
Francescatti, on the other hand, abides exclusively by the original with a 
devotion equally distributed over all three movements. 

The first movement (Allegro maestoso, D major, 4/4), in the usual sonata 
form, gives the solo violinist every opportunity to play the dazzling virtuoso. 

The second movement (Adagio, B minor, 4/4) owes its existence to an 
especially moving performance by the Italian tragedian Demarini, according 
to Paganini’s biographer Stephen S. Stratton. Paganini attended the perform¬ 
ance, was overwhelmed, and returned home to spend a sleepless night. In the 
attempt to express his tortured feelings, it is said, he wrote this movement, 
and Stratton is of the opinion that this is the music in which William Gardiner 
heard “tones more than human, which seemed to be wrung from the deepest 
anguish of a broken heart.” 

The third movement, a Rondo (Allegro spiritoso, D major, 2/4), is lengthy, 
as originally written, and teeming with technical difficulties. 

The score of the Concerto calls for flutes, oboes, and clarinets in pairs, 
bassoon, double bassoon, two horns, two trumpets, three trombones, kettle¬ 
drums, bass drum, cymbals, and strings. 
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It was Hector Berlioz who wrote: 

A man of much wit, Choron said in speaking of Weber: “He’s a meteor I” With 
[ual justice one could say of Paganini: “He’s a comet!” For never did a flaming 
ar burst more abruptly on the firmament of art or excite in the course of itf 
imense ellipse more astonishment mixed with a sort of terror before vanishing 
never The comets of the physical world, if poets and popular ideas are to be 

lieved, only appear in times prophetic of terrible storms which overwhelm the 
iman ocean. 

Certainly it is not our epoch or the apparition of Paganini which will give the lie 
tradition. This exceptional genius, unique in his kind, grew up in Italy at the 
ginning of the greatest events mentioned in history. He began to emerge at the 
ur of one of Napoleons sisters at the most solemn hour of the Empire; he tri- 
lphantly toured Germany at the moment when the giant was lying in his tomb; 
came forward in France to the sound of the crumbling of a dynasty, and it was 
jether with cholera that he entered Paris. 


Truly a fabulous individual, Paganini excited the curiosity of all who saw 
n, because of his strange exterior, and the mingled amazement and admira- 
n o all who heard him play. The spectacular virtuoso, in fact, exercised a 
igical influence over everyone who came in slightest contact with him, 
tether minor dilettante or prince of the musical art. Rossini, ever scornful 
unrestrained enthusiasm, is said to have looked upon Paganini with devotion 
I, at the same time, something akin to fear. And Meyerbeer followed the 
ttastic creature through all his travels in northern Europe, dogging him, 

nking in his every performance, in the vain attempt to penetrate the 
stery of his powers. 

uspicion, innuendo, jealousy, and the idle machinations of the superstitious 
irred madly in the wake of this pitifully thin and gaunt man of music, 
is bony fingers seemed to stretch from one end of the violin fingerboard to 
other without an effort; and it has been asserted that without such a length 

J f e ^ e never Could have P la y ed the passages he is known to have exe- 
:d. They said the “devil was at his elbow.” Someone swore that he saw 
i directing Paganini’s arm and guiding the bow! And Paganini, who knew 
f to capitalize on a situation, once had the “bizarre inspiration to publish a 
:r from his mother, disproving the rumor that he was the devil’s son!” 
s a composer Paganini has had his detractors, both during and after 
time. Yet as astute a musician as Berlioz could declare, 

ne would have to write a volume to indicate all the finds Paganini has made in 
works in respect of novel effects, ingenious procedures, noble and imposing 
is, orchestral combinations not even suspected before him. 
is melody is the great Italian melody, but alive with an ardor generally more- 
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passionate than that which one finds in the most beautiful pages of the dramati 
composers of his country. His harmony is always clear, simple, and of an extraoi 
dinary sonority. 

And with regard to Paganini’s technique, Berlioz comes to the conclusior 
“Paganini is one of those artists of whom it must be said, ‘They are becaus 
they are and not because others were before them.’ ” 

R.C.B. 



John Knowles Paine 

BORN. PORTLAND, ML, JAN. 9, 1839. DI ED: CAMBRIDGE, MASS., APR. 25, 1906. 

It is an error to consider me bound to the past. I believe thoroughly 
tn the future of music .— John Knowles Paine. 


Prelude to Sophocles’ Tragedy "Oedipus Tyrannus,” 
Op. 3 5 

Students and faculty members of the Greek Department at Harvard University 
produced Sophocles’ tragedy Oedipus Tyrannus in the original tongue, in 
Sanders Theater, Cambridge, on May 17, 1881. “The academic enterprise,” to 
quote an observer, “covered Harvard with glory at the time.” For that per- 
formance John Knowles Paine, then full Professor of Music at Harvard, wrote 
the incidental music for orchestra and male chorus. This consisted of a Prelude, 
choral and orchestral interludes, and a Posdude. Something of a Greek scholar 
himself, Paine had given brilliant lectures on Greek poetry and music. A 
pre ude to Aristophanes’ comedy The Birds further attests his interest. Paine 
made no attempt to recapture any supposed antiquarian spirit in his music, 
e drew freely on the resources of contemporary choral and orchestral writing, 

trymg to convey the tragic and fatalistic mood of Greek drama in the idiom of 
his own day. 

The following year, on Mar. 11, the Prelude figured on the twentieth and 
last program of the Boston Symphony Orchestra’s first season in the Boston 
Music Hall. Paine was invited to conduct his own work. Georg Herschel 
whose own setting of Psalm CXXX was part of the program, directed the rest 
of the concert. The Wedding March from Mendelssohn’s Midsummer Night’s 
Drea m mU s lc and Beethoven’s Ninth Symphony were the other numbers. 

hen the Prelude was revived in 1894 it moved a local critic to put Paine’s 
tnusic side by side with the works of Beethoven and Schumann.” After a 
subsequent hearing many years later, H. T. Parker, of the Boston Transcript, 
.ook a more sober view: “The composer was no genius. Rather he followed the 
Dest models and the orthodox procedures of his tonal time, and in a commis- 
iioned piece for an occasion devised, designed, knitted, and rounded music of 
ubstance and s kill. ” 

Paine was once dubbed “The Patriarch of American Music.” With Edward 
TacDowell, Horatio Parker, and George W. Chadwick, he founded an 
American school of symphonic music, frankly influenced, to be sure, by domi- 

507 



nant European styles. Despite father clami.mf., h:s .« omm St. peter a (fa 
full-scale composition in that hum itv an Vovm. ..<* SumDsK, his {) 
Symphony, led bv Theodore Thomas in Boston m 1 ' .. ,md v uwe t | by 
as “the turning pint in my eaten." ;•< 4!i ■ ■ .epfr,! m the fj' rs 

symphony written on American «nl. Thai same \.-u he utfte Cti 
Hymn for the Philadelphia twpo-ui. n, 

Paine had joined the H.uv.itd st.nl a. tm;o, in. |v0, bring ^ 

to a full professorship in I'Co, l le was !.,) e/U : putting R1I) 

an equal credit footing with other In -a ml, m -h,,- VII,' ami 

curricula. Thoroughly Aineihau and demo.> .r- ,, - u jj, !»* king p| 

a symphonic poem on hisgtrat idol, Abs•■*'> v 1 :.-s, V, He w.e-, wt.tS.mgc 
score when he died. On dir list p.t .a tppt'.it dtp v 

“Orchestra taeet" (“the niihe-.tiu tn.-i'/'i, 1 [• -v.h t - p.- to-dlv sh.irg^l 
a conservative outlook, patt:. it!, f K he m,,- . * Sn la >.,*<• (,, r \y 

and the first French impscoioM* a ., T- e-' i m , d t«, ^ 

later years he admitted t<* dm urn, mb W / md ■»,» h-ater [fan 

Finck, who had been a I'mie pupd, d< it T- • > *-. ■■■*.. t, m , ^ nf( 

Paine used Wagner as a ue«H wh.'-i \m ■ 1 *r ; h . 
regarded as his masterpiece. 

The New York 7 ’cL-.j-jm of \p:, I , ■' t. ,! ; , S'litirun 

it predicted that the dc.idt <«l "dm hr <b md i. M} music "\i 

leave "a wide, sad void m the mm . h Is- > iW bttfa fan 

mental pioneers in Oambti.!,><- .mb m du.«uglmu 

musical world." Tune and .hamaim- h ,,. ,,t- p | t( ,4ily 

Paine's nuisii, But his idr..l, of Hoihm >;*. ,!..i ! - : . t \- .,) >n fj,ni pt 

nem mark on Ameiicau mum. 

Rossini, Mott.sotgskv, and Stiavm.kr .or a s-w «a the i>t»or.'..us vuihj) 
who have Used the Soph..... y. U! .. . Tvy m . >» tcnlirv « 

trilogy Oedipus in ,njd .ints^ •«** o,:*v * ( • ■.t? .m ! ,h.aat crrati 

Mendelssohn wntir itn imi 8 *, r | W ,f wm( 

in Do inter's (in man ft.or! at n *.*. • •• *!' ■ *. ^ .s 3‘.! - m IVastU 

the winter of IS-}!, In I •>.!’, ,j. >, 11,■ • 5 1, mhi 

University in hngl.md •<’,»,;r.f ; ■ - ■ • ■, The hkiiIi 

miwir w;t\ hy CluiSr. ,1/1 .,, 1 e * . • lu tiliiii 

acjidcmk jiticc in matiy ^ » w* ^ ,ui niu*' 



Hans Pfitzner 


born: Moscow, may 5, 1869. 

His art see\s depth rather than extent and endeavors to represent 
spiritual experiences alone .— Rudolf Felber. 


Three Preludes from “Palestrina” 

Although known as an opera, Palestrina was given the label “musical legend,” 
according to Bruno Walter, by the composer himself. The work is in three acts, 
each preceded by a prelude which carries the sense and describes the atmos¬ 
phere of its particular act. Mr. Walter further declares that in this composition 
Pfitzner pits the world of the creative musician, the thinker, and the spiritual 
man ( cts I and III) against that of bustle and politics and disunity and 
what not in all the levels of thought and action (Act II). 

The underlying theme is not one of struggle, but of contrast philosophically 
noted and commented upon. Palestrina is the central figure, appearing only in 
the first and third acts, and what plot there is involves his composition of the 
Musa Papae Marcelli as a bulwark against a threatening abolition of music. 

We also learn from Mr. Walter that Pfitzner’s music touches on old church 
modes and that it possesses, therefore, a certain archaic or medieval quality, 

although the plan is not imitation at all. It calls for a large orchestra, “but not 
an oppressive one.” 

Palestrina was first performed at Munich, under Bruno Walter’s direction, 
June 12, 1917. Pfitzner was his own librettist. It has been said that following 
a precedent “set by Wagner (and adopted once by Richard Strauss in 
teuersnot) the composer identified his hero with himself and made Palestrina’s 
inspiration in the composition of the Missa Papae Marcelli a symbol of his own 
spiritual condition.” 

At any rate, the premiere of Palestrina proved such a success that it was sent 
out on tour (in a war year) to Basle, Zurich, and Berne. It has been given many 
tunes in Germany—Stuttgart, Berlin, and other cities—and also in Vienna. 

Although he was born in Moscow, Hans Pfitzner came of German stock. 
His father was a violinist who gave Hans his first lessons. When seventeen 
years old Pfitzner entered Hoch’s Conservatory in Frankfort, where he studied 
piano with James Kwart and composition with Ivan Knorr. After graduation 
e was appointed to the faculty of the Coblenz Conservatory, not long after 
that giving a concert of his own compositions. 

He became conductor of the Strassburg Opera, being, at the same time, a 
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member of the local Conservatory’s facility, i.atei, Strassluirg Univcraty 
sented him with a doctorate. In the meantime, he wrote a good many com 
tions, consisting of several operas, works tor ouhrstra and fur orchestra 
voices, chorals, songs, and ehamlxT music pieces, all of which have made 
an established musical figure in Oernuuv. Along Ittaary lines he has pen 
numerous critical pieces on musical trends, doing a considerable amoun 
inveighing against “modernism.” 

The Three Preludes from Nl^tritut were gium their first New York 
formance by the Philharmonic Society mulct Willem Mcngrlfwrg on Nov, 
1926. 










Walter Piston 

BORN! ROCKLAND, ME., JAN. 20 , 1894. 

He ts an American composer speaking the international idiom of 
absolute music .— Nicolas Slonimsky. 


Symphony No. 2 

I. Moderato. II. Adagio. III. Finale: Allegro. 

Commissioned by the Alice M. Ditson Fund o£ Columbia University, this work 
was written in 1943 at Belmont, Mass., the composer’s home. The premiere 
occurred on Mar. 5, 1944, in Washington, D. C„ at a concert of the National 
ymphony Orchestra conducted by Hans Kindler. A month later the Boston 
Symphony Orchestra, led by G. Wallace Woodworth, played it for the first 
time in Boston on a program broadcast by the Blue Network. 

M ?J e H Sym P 1 ! 0ny rea< J e , d N L ew York on May 12, 1945, in a performance at the 
McMilkn Theater, Columbia University, by the NBC Symphony, with 

oward Hanson conducting. The occasion was the First Annual Festival of 
American Music. Admission to the concert was by invitation only. On the 
strength o f the New York premiere, Mr. Piston’s new work won the Music 
Critics Circle Award of 1944-1945. 

Artur Rodzinski introduced it to New York Philharmonic-Symphony sub¬ 
scribers on Nov. 15, 1945. The composer has disavowed any “descriptive or 
other programmatic intent” in his Symphony, the three movements of which 
he has analyzed as follows: 

The first movement (Moderato) is based on two themes, one given out at the 
opening of the movement by violas and cellos, legato and flowing, the other first 
played by the oboe accompanied by clarinets and bassoons, staccato and rhythmic. 
The first of these themes receives the principal development, and the movement 
ends with a canonic statement of the melody by the brass choir (pianissimo). 

The second movement (Adagio) is a quiet, lyrical development of the motive 
announced at the beginning by the bassoon, and the melody played by the clarinet 

fn C form niCd ^ StringS ' The movement is continuous rather than sectional 

The Finale (Allegro) is composed of three themes: the first vigorous and 
rhythmic, played by cellos and horns; the second marchlike, by clarinets and 
bassoons; and the third, of more songful character, first heard in English horn and 
clarinet. Recurrence of the first theme gives an impression of rondo form to the 
movement. 
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The symphony is scored tor two llnn-s, pi*.• >!>>, tn*• *English 1 
two clarinets, bass clarinet, two basso--w., oum t .,- 4 , j fii , horns,, 
trumpets, three trombones, tub.!, umpom, '.state .hunt. iu.;;>;!r, t,tmlk»u 
cymbals, bass drum, atu! strings. 

Walter Piston's interest in music was a sudd dm mg }.*.* tarty yt 
He was graduated from the Mussadumir-. N. TV . ■) \r. m DH, ,,^J r( 
headed for a painter’s c.ueer. How, vet, m!vi: Sc* .-m-v,! Hat v,ml, R 
became a major concern of his, and on In-, e.t.oht on -n. m ! •'%, h v went alt 
to study with Nadia Boulanger. When he tv-nim-d, mmed Bv 1 ,,^ 
at the University. 1 

He has written nuttv works, imludmg imho *-„ dumber ta 
orchestral suites, two symphonies, a coin.at.* Vi U a, a piano concer 
violin concern*, music for ballets, ant! cmuijk'-.u:..-* . Sot organ, Among |h s< 
accomplishments, Mr, Piston has pnhh .hr-! a !>• V. ms imia, J theory, Print, 
of Harmonic Analysis, 

On Oct. 22, P4f, Artur Rod/inAi M f T- '‘*-i4h,u;.« su, Nsmpltony 
premiere of Mr. Piston’s Fustic on a IV r '*1 Fur/, soUm!;-.! »s the "war so 
jointly sponsored by the Society, the l,e.>g»•* >** t .my.or! and the tolut 
Broadcasting System. 

§#l»t 


Suite from the Ballet "The Incmfthle Mutist" 

The 8au,et The Imrcdthlr Fluiiit, with . V m-<m; ip’n 07 ikon \V«trf, n 

by Walter Piston, and srmtt*; .«»d t'-vtiui-. Mo ■> M-mo- ... was < 

posed for jerfornuntrs by Hatr. W;-uo', Hr. . .n sV- 'V, .5 A uimrri 
Symphony Hall, Boston, nt May !»»,m 4 U, I » oV-t do- Vs.-, > t( , H ,4 yy 
Fiedler. The work was given ag-on w Mu. f * 1 , • t V m.uig yr,« iiiulrr 
same auspices. 

The Suite, which is almut unr hah '.hr P-a, d* , ?. *V,- a 4 -..air, was 
played in concert by Put/ Rrtnri jv,, <.|,. v h Vm,; V ny in Pitbhu 

Nov. 22, PHO. It consist', ot she W *AJt‘iB , 

Introduction (l amm) 

Siesta Hour in the MatDf PDhs>on.. ■ \ , >., SI 

Dance of the Vrmlon * VVgtrti,. :o..‘-s,n- . 

Enttatur ot the l .'totoisi-t, »*,5i, »? ;i oo 1 
Tango ot the Pout l >,iu f ho-!. 1 > c , 1 . 1 , , 

Arrival ot the Cm us, and t V Mo R 
Solo ot the Pintist (Bento* 

Minuet (shout Dunr ot the WVi«.oi 4:0! 'V, Dm, 

Spanish Wait/. 

, Eight O'clock Strikes ; 










WALTER PISTON 
Mta finnk“‘ l “ , ' )_Da ”“ °' ' h ' Flut “ “ d ' h ' 

maga2inc ' ^ ,a * ,he “** «~r <* *« 

II* s.c-sla hour BM. With a hearty yawn and wide stretch the village shakes 
oil ,«. drowsiness, hits, wake the attentive open, the shop and Itfe 
,B uneven,,ul low 1he „,e,cha„,\s slaughter, demonstrate thei, father's wa«f“ 

A^nm-hls'he irdl Th .T y j“i ' n ‘“ k h " v “ thrir “8™»nt. But what is thisf 

; £ ,he i *' f ; 11 ° TOi l by : u *** 

monkov trainer wi'.h I, ’ , ,u S« ler *. the snake dancer, the 

•utruTi m iq , T n TS \ ,he Cryslal « azcr ’ and > course, the main 
.it tuition, he I lutiM. I he Muust is a remarkable fellow, an incredible fellow 

Ik not an y ch.ums snakes; believe it or not, also the snake dancer. He is so 

romantic the Incredible Miutst, and, perhaps, just a bit promiscuous, for he also 

When the"-!'•! T'd ^ ‘° f t,U ' y mcet at ci ght "’dock that very evening. 

^ “UK dock Makes eight, young couples are all over the place, and love is in 

tie an. 1'Aen the prudish, rich widow, cannot resist the charged atmosphere and 
gia.its die merchant^ that kiss he’s been begging for well nigh two years. But they 
clou, ta, so well Ihe.r sustained on,brace is discovered, and the poor rich widow 
amts aglu inn, the arms ol l^r bewhiskeml hoy friend. But the Incredible Flutist 
1ms to the rescue. A little dancing, a little liming and the widow comes out of her 
s toon, none die worse for wear. And then , the hand strikes up; the spell is broker 
the circus Incredible Hutist ami all, leaves the village. ’ 

R. C. B. 
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Francis Poulenc 

BORN: PARIS, JAN. 7, 1889. 

There is in Poulenc’s music an ingenuity, a gaiety, and a freshness 
that seem always to have an undercurrent of folklore at the base , 

This art delights in plunging its roots into the popular soil of 
marching songs and nursery tunes .— Emile Vuillermoz. 

Concerto in D minor for Two Pianos and Orchestra 

I. Allegro ma non troppo. II. Larghetto. III. Finale. 

WHEN the group of French musical and esthetic rebels known as Les Six was 
organized in Paris in 1920, Francis Poulenc was one of them. The others were 
Milhaud, Honegger, Tailleferre, Durey, and Auric. Their guides and mentors 
were Jean Cocteau the poet and Erik Satie the composer. Their program was 
simplicity and succinctness. Their chief enemies were the inheritors of 
Debussyan impressionism and Franckian romanticism. To Les Six the com¬ 
poser was no longer the erratic long-haired individual who lived apart and 
toiled, in hunger, in some obscure attic. He was to be a regular fellow “who 
liked to go to night clubs like everybody else,” in the words of Aaron Copland. 

Whatever the accomplishments of this group, it succeeded in one thing: 
public and press took immediate notice of their claims and pontifications. Many 
critics lampooned the rebellious sextet, but only added to the publicity cam¬ 
paign. As for their individual qualities, Mr. Copland has written as follows: 

As for the composers themselves, they turned out to be a variegated set of new 
talents. Francis Poulenc hewed closest to the Satie line, particularly in his first works; 
Auric wrote a pungent and witty music, somewhat dry and ascetic in quality- 
Tailleferre could not quite pull herself away from the attractions of impressionism; 
and Durey shortly dropped out of sight altogether. It was clear from the start that 
the two leading members of the group were to be Arthur Honegger and Darks 
Milhaud. 

Besides their other artistic bonds, “The Six” were united by a practical 
interest m the modern ballet. “It was a sort of cult with them,” writes Verna 
Arvey. Often, the flavor of lusty music-hall tunes has crept into their ballet 
music, but it has served only to define more clearly the moods of the moment.” 
It was Muriel Draper who once declared that the greatest distinction of this 
half-dozen of intelligent musical investigators and compilers of rhythm and 
.sound,” was its contribution to Diaghileff’s Russian Ballet repertory. 
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Among Pouieiic’s baU^s are Les MariSs de la Tour Eiffel (given in New 

or y the Swedish Ballet), Cocardes, Diana, Football, and the satirical one- 
act fantasy, Les Biches, using popular chansonettes, besides Aubade —a chore¬ 
ographic concerto for piano and eighteen instruments. The flair for melodic 
naturalness and dancelike animation is felt in much of Poulenc’s other music, 
too. A light vein of parody and burlesque also appears, and at times one hesi¬ 
tates to say whether he is showing fondness or ridicule for a “hit tune,” a tango 
or a military march. 6 5 

Besides the Concerto for Two Pianos, Poulenc has written considerable 
chamber music, a Rhapsodie Negre, a sonata for four hands, numerous songs, 
and a large sheaf of delicately wrought piano pieces. 

Composed in 1932, the Concerto in D minor for Two Pianos and Orchestra 
was first performed on Sept. 5, 1932, at a concert of the International Music 
estival in Venice Poulenc and Jacques Febrier were the soloists, and Desire 
Defauw conducted the orchestra of La Scala, Milan. Notable in the scoring is 
the modest array of strings called for: eight first and eight second violins, four 
violas, four cellos, and four double-basses, two flutes, two oboes, two clarinets, 

two bassoons, two horns, two trumpets, two trombones, one tuba, and per- 
cussion. r 

Woven into the web of the first movement (Allegro ma non troppo, D minor, 
4/4) are fragments of so-called “Parisian folklore,” popular tunes, dating 
back several years, from the cafe-concert circuit. A pert and lively melody serves 
as main theme and opens the way to a host of similar chansonettes . These are 
brought together at one place in a clever web of counterpoint. A reverielike 
passage sets in as the first piano begins the coda (tres calme ), and the move- 
ment ends tranquilly. 

The second movement is a Larghetto, built largely from two ingratiating 
themes, the first of which is announced by one piano in B flat major, 2/2 At a 

point where the tempo .quickens the two pianos join in voicing the second 
subject, m A flat major. 

Poulenc s melodic gifts are perhaps best shown in the Finale, which opens 
Allegro molto (2/2, 3/4), with a passage for two pianos very much in the style 
of a toccata. The dominant theme of the movement then appears in a march 
announced by both pianos and violins. There is a peaceful interlude, and 
Poulenc returns to his favored cafe-concert mood with a sheaf of gay new 
strains. The march theme is back (Agile), now worked up to a fierce climax. 
Finally, one of the “hit-tune” motives is reviewed and raised to a sharp for¬ 
tissimo, and the Two-piano Concerto ends on a note of brilliance. 


L.B. 





Serge Prokofieff 

born: ekaterinoslav, Russia, apr. 23, 1891. 

If we wished to establish Prokofieff’s genealogy as a composer, we 
would probably have to betake ourselves to the eighteenth century, 
to Scarlatti and other composers of the good old times, who have 
inner simplicity and naivete of creative art in common with him. 
Pro\ofieff is a classicist, not a romantic, and his appearance must be 
considered as a belated relapse of classicism in Russia .— Leonid 
Sabaneyeff. 


"Classical” Symphony in D major, Op. 25 

I. Allegro. II. Larghetto. III. Gavotte: Non troppo allegro. IV. F inal s 
Molto vivace. 

The composer’s purpose in this work was simply to write a symphony as 
Mozart might have written it had he been a contemporary of his. The piece is 
scored for two flutes, two oboes, two clarinets, two bassoons, two horns, two 
trumpets, kettledrums, and strings, but the four movements run about thirteen 
minutes. Dedicated to Boris Assafieff, the Symphony was played for the first 
time at Leningrad on Apr. 21,1918, Prokofieff conducting. He again conducted 
when it was premiered in this country at a concert of the Russian Symphony 
Society in Carnegie Hall on Dec. 11, 1918. 

Prokofieffs mother was his first music teacher, and she later turned her 
charge over to Gliere and Taneieff. He began to compose at the age of five, and 
by the time he was nine he had already written two works for the stage. 
The Giant, composed at the age o£ seven, and The Deserted Islands at the age 
of nine. A third, The Feast, was completed when he was thirteen. The first 
two were written in piano score, but the third was orchestrated by Prokofieff 
himself. Another stage work, Undina, was a product of his thirteenth year. 
Two years earlier he had already composed a symphony. 

He became a student at the St. Petersburg Conservatory in 1903, where he 
was graduated with highest honors in 1910. All through his Conservatory years, 
under the tutelage of such masters as Rimsky-Korsakoff and Tcherepnine, he 
composed, putting to his credit a fantastic number of works—no less than 100, 
it has been said. Prokofieff, his own best critic, as well as best friend, probably, 
has permitted none of these early essays to be published. 

The compositions of his maturer years again reach an incredible figure and, 
what is extremely revealing, he has written in practically all the forms. Com- 
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mentators have remarked on the mischievous quality o£ his music, the tongue- 
in-cheek mockery, satire and irony that are either implicative or out-and-out 
obvious. His later works show less of such affairs, yet it has not been impossible 
to connect these creations with a strong political credo. 

The Classical Symphony, with its acknowledgments to some sort of “modern 
Mozart, reflects little of the haranguery, subtle or otherwise, of his other works. 
Here, the radical Prokofieff has prescribed conditions for himself that involve 
melodic mimicry, structural parallels, and such matters. 

The symphony is in the regular four movements, a gavotte supplanting the 
usual minuet. The dance known as the gavotte, whose name is allegedly 
derived from the Gavots, or people of the Pays de Gap, was originally a danse 
grave, which departed from the usual type in that the dancers lifted their feet 
from the ground, instead of shuffling about flat-footed. Grove explains the 
gavotte as being in common time and in two parts, each repeated, as is cus¬ 
tomary with the older dances. In the original form of the dance,” he says, “the 
first part consisted of four and the second of eight bars; when introduced as 
one of the movements of a suite, it has no fixed number of bars.” 

In the sixteenth century the gavotte was introduced at the French court by 
native provincial dancers. It later reached the stage where it became, “the 
dignified, pompous, and chaste dance of the eighteenth century, with slow and 
measured postures and low bows and curtsies.” 

The music Mozart wrote for the ballet pantomime Les Petites Riens 
contained a “Gavotte joyeuse” (Allegro vivo, 2/4), a “Gavotte gracieuse” 
(Andante non troppo, 6/8), and a “Gavotte sentimentale” (Andante, 4/4). 
The different time markings indicate that Grove may have been mistaken con¬ 
cerning “common time.” (Prokofieff’s Gavotte, of course, would have to be in 
common time!) 

R. C. B. 

Symphony No. 5, Op. 100 

I. Andante. II. Allegro marcato. III. Adagio. IV. Allegro giocoso. 

This work was composed during the summer of 1944 and was given its 
premiere in Moscow on Jan. 13, 1945, Prokofieff conducting. Its first perform¬ 
ance in this country occurred at a concert of the Boston Symphony Orchestra, 
the same band introducing it to New York in Carnegie Hall on Wednesday, 
Nov. 14, 1945. 

In an interview with Robert Magidoff, Moscow correspondent of The 
New Yor\ Times (Mar. 25, 1945), Prokofieff declared that he had worked on 
the Fifth Symphony for several years,” and that he had been “gathering 
themes for it in a special notebook. I always work that way,” he said, “and 
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probably that is why I write so fast. The emne r ..t she Waj . 
in one month in the .summer «•! l’4f. If m rn-wh i.surhe* *? 
and in between I wrote the s.orc tut I s.etu; -md idm h, lu ,; u . Terrife** * 
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Prokofieff insists it is without ,t pun;!asst. U-- Un-.v.Ai !, i< \ s a 
about the spirit of man.’" ' * P™ 1 ? 

4 .SW'r. 
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Andante which brings futw.itit a pan of ;i . > s ,, !„• .uni' .L a. .. * 
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two ends. There is an Andante section and another marked Allegro scherzando, 
Arc an im P ression °£ three-movement form, though only in passing. 

The Allegro scherzando develops not its own but material heard earlier in 
the piece; and in the conclusion there is an amplified restatement of the intro¬ 
duction, all of which leans somewhat toward the cyclical scheme. 

A turn introduction (allegro brioso), in which the piano joins, leads to a solo 
statement of subject material, comprising an upward C major scale (poco piu 
mosso) and a downward scale in D flat major (tempo primo). Prokofieff 

adopts a Beethoven idea in repeating the introductory music after the exposition 
(Pathetique Sonata ). r 

The Andante assai comes between exposition and development, and the 
melody is like a cantilena in its long and sinuous phrases. First the strings play 
it, then a solo clarinet, then the piano and, finally, the whole orchestra. The 
music rises to a climax and gradually subsides, at which point the Allegro 
scherzando begins, developing, as previously noted, the main ideas. The piece 
ends brilliantly. r 

R. C. B. 


Concerto for Piano and Orchestra in C major. No. 3 
Op. 26 

I. Andante; Allegro. II. Theme: Andantino. III. Allegro ma non troppo. 

Work was begun on this Concerto at Leningrad, in 1917. However, the com¬ 
poser’s visit to America held up proceedings and the piece was not completed 
until October, 1921. The composer himself played the piano part for the first 
time at a concert of the Chicago Symphony Orchestra on Dec. 17 of that year. 

The following is the composer’s own analysis of his score: 

The first movement opens quietly with a short introduction (Andante, 4/4). 
The theme is announced by an unaccompanied clarinet and is continued by the 
violins for a few bars. Soon the tempo changes to Allegro, the strings having a 
passage in sixteenths, which leads to the statement of the principal subject by the 
Diano. Discussion of this theme is carried on in a lively manner, both the piano 
md the orchestra having a good deal to say on the matter. A passage in chords 
or the piano alone leads to the more expressive second subject, heard in the oboe 
vith a pizzicato accompaniment. This is taken up by the piano and developed 
it some length, eventually giving way to a bravura passage in triplets. At the 
limax of this section, the tempo reverts to Andante, and the orchestra gives out the 
irst theme, ff . The piano joins in, and the theme is subjected to an impressively' 
>road treatment. In resuming the Allegro, the chief theme and the second subject 
.re developed with increased brilliance, and the movement ends with an exciting 
rescendo. & 
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The second movement consists of a theme with tUe wttLtihim, The theme is 

announced by the orchestra alone, AmUnuno. 

In the first variation, the piano treats the opening ot rite theme in quasi sentimental 
fashion, and resolves into a chain of trills, as the on he*at a reprats the closing phrase 
The tempo changes to Allegro for the second ami the dim! mint!tons, ami the piano 
has brilliant figures, while snatches of the theme are mfunliurti line ami therein 
the orchestra. In Variation hour the tempo is oner again Amiiittc, and the piano 
and orchestra discourse on the theme in a quirt and meditative fashion, Variation 
Five is energetic (Allegro giusto). It leads without pause into a restatement of the 
theme by the orchestra, with delicate chordal embroidery in the piano. 

The Finale begins (Allegro ma mm troppo, * 41 vudt a staccato theme for 
bassoons and pizzicato strings, which h interrupted In dr blustering entry of the 
piano. The orchestra holds its own with the opening theme, however, and there is 
a good deal of argument, with frequent dtlierrines of opinion as regards key 
Eventually the piano takes up the first theme and dr\rhip» u m a * hmax. 

With a reduction of tone and slackening of tempo, an ahnnative theme R 
dueed in the wood winds. The piano replies with a tlirmr that E mote in keeping 
with the caustic humor of the woik. The* material is drwlojvd, am! there «a 
brilliant coda. 

»* C, 1 

Concerto for Violin and Orchestra in D major. No. 1 
Op. 19 

L Andantino. IL Scherzo vhaeissimu, HI, Mode? 4f<i, 

Saii> to reflect “very strongly the uiilunt.r ol the Rn-oun national schixil, 
particularly Rimsky Korsakoff and ( da/tune«sl .** >Sir 1 > nia|i a liiturttn was 
begun in l‘d\ completed, it is believed, m I'd'’, ,md gio-u ..j^ ,,f », C(ir | v 
performances at the I’ragtte Imeuuttotul Festival, m 1 unit }.is.-ph S/igcti 
as the soloist. Its Ametie.m premiere uu utm! at a :>>u. -u ot the liu-aMti Sym¬ 
phony Orchestra on Apr. ,H. I'O'i, when Radon,! ffm \tn ;1 ! *!,<-* p 4rt . 

The work is not a virtuoso piece m the genes.d sen,/, j.e . •.m.ptiatly free 
from cadenzas and preoccupations with out >m<!o*if !>(.»’>ns t, ,i so.iy 
orchestral writing be considered an .sto'isijuniiirn!, tor s.dirs in intc.'.iai part 
of the whole, symphonic and devoid «4 rdiors !ni».' i, 

A gentle melody appears in the solo vidm, m niu b >1- sum,;-, and datiiirt 
provide a thin background. 1 be mood changes, .aid die ata.nic*d melody is 
followed by some rhythmic passage wink ovn ,i so rbr f»<! 

of the first movement the imti.il melody irs»n»s, d.i, c-ur .» d«ri tempi, 
and as it is being played by the flute, tin* sold m a; ;.m a/ *,>,.■ ( s , Min jj a e|im* 
texture ol notes. 
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In the second movement the solo violin runs a mercurial course through, 
accented rhythms, leaps of long intervals, slides on double stops resulting in 
double harmonics, down-bow strokes, and the rest of the business, none of 
which, however, may be construed as display music. 

The bassoon brings a brief but definite theme into the third movement. This 
is followed by the principal theme in the solo instrument, a combination of 
staccato and sustained phrases. Development and recurrence are shot through 
with sharp orchestral comments. After the climax there is a return to the gentle 
melody of the first movement. The orchestral violins play that softly, while the 
solo line trills the identical notes an octave above, ending on high D. 

The orchestral score calls for wood winds in pairs (with piccolo), four horns, 
two trumpets, tuba, tympani, snare drum, tambourine, harp, and strings. 

Prokofieff, who has written two violin concertos (the second, in G major) 
analyzed, in his autobiography, the development of his creative style: 

The principal lines which I followed in my creative work are these: The first is 
classical, whose origin lies in my early infancy when I heard my mother play 
Beethoven sonatas. It assumes a neoclassical aspect in the sonatas and the concertos, 
or imitates the classical style of the eighteenth century, as in the Gavottes, the 
Classical Symphony , and, in some respects, in the Sinfonietta. The second is inno¬ 
vation, whose inception I trace to my meeting with Taneieff, when he taunted me 
for my rather “elementary harmony.” At first, this innovation consisted in the 
search for an individual harmonic language, but later was transformed into a desire 
to find a medium for the expression of strong emotions, as in Sarcasms, ScythiarA 
Suite , the opera The Gambler , They Are Seven , the Second Symphony, etc. This 
innovating strain has affected not only the harmonic idiom, but also the melodic 
inflection, orchestration, and stage technique. The third is the element of the 
toccata, or motor element, probably influenced by Schumann’s Toccata, which im¬ 
pressed me greatly at one time. In this category are the Etudes Op. 2, Toccata, 
Op. 11, Scherzo, Op. 12, the Scherzo of the Second Piano Concerto, the Toccata in 
the Fifth Piano Concerto, the persistent figurations in the Scythian Suite , Le Pas 
d’acier, and some passages in the Third Piano Concerto. This element is probably 
the least important. The fourth element is lyrical. It appears at first as lyric medita¬ 
tion, sometimes unconnected with melos, as in Fairy Tale , Op. 3, Rives , Esquisse 
automnale, Legend, Op. 21, etc., but sometimes is found in long melodic phrases, 
as in the opening of the First Violin Concerto, the songs, etc. This lyric strain has 
for long remained in obscurity, or, if it was noticed at all, then only in retrospection. 
And since my lyricism has for a long time been denied appreciation, it has grown 
but slowly. But at later stages I paid more and more attention to lyrical expression. 

I should like to limit myself to these four expressions, and to regard the fifth 
element, that of the grotesque, with which some critics are trying to label me, as 
merely a variation of the other characteristics. In application to my music, I should 
like to replace the word grotesque by “Scherzoness,” or by the three words giving 
its gradations: “Jest,” “laughter,” “mockery.” 


R. C. B. 
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THE CONCERT COMPANION 


Concerto for Violin and Orchestra in G minor, No. 2, 
Op. 63 

I. Allegro moderate. II. Andante stssat. III. Allegro I'm nurcato. 

Composed during the summer and autumn of I'M*. Pmkofietfs Second Violin 
Concerto was premiered in Madrid on Dec. 1, of that year, Enrique Arbos 
conducted the Madrid Symphony Orchestra, with the Belgian violinist Robert 
Soetens playing the solo part. Prokotietl himself was ptesent and later directed 
the same orchestra in his Classical Symphony* Jascha 1 ieifecz was the soloist 
when Serge Koussevitzky and the Boston Symphony Ot chest ra first [terformed 
the new Concerto in America. 

Twenty-two years had elapsed since Prokofidt had composed his first Violin 
Concerto in D, so comparisons were promptly made Itetween the styles and 
idioms manifested by the two scores. Apart front the normal development and 
change expected over so long a period, another factor was emphasized by many. 
The G minor Concerto marked ProkofiefPs return to his home lain I after a 
long Odyssey abroad. He was now a Soviet citizen and <*», e mote a participant 
in the social and cultural life of his country. 

The new Concerto revealed a warmth atul lyricism, even a romantic spirit 
that contrasted with the witty glitter and grotesque! tr of the e.ulv < ’onemo, 
The old terseness, rigorous logic, ami clear cut bum wem still observable, 
though less pronounced. There were even flashes of the "familiar Pmkofieffian 
naughtiness,” as Gerald Abraham pointed out. Hut the umv mood was ines¬ 
capable. “So far as the violin concerto form is emuet tied," wrote the English 
musicologist, “ProkofielT’s formula for turning himself into a Soviet composer 
has been to emphasize the lyrical sale of his nautte at the r-qieusr of the witty 
and grotesque and brilliant sides.” 

The daring thrusts, the crisp waggtshness, the fiendish virtu** dry and steely 
glitter seemed now to he giving way to wanner, derpn prmt, tip.nioMs, at least 
in the first two movements. “The renasveme of lyricism, vv.ttm melody, and 
simple emotionality is the essence of the snood vi<4m <oti«et!o,” write* 
Abraham Veintts in his hook, The Concerto* The r.ttliri spuit nf mod.rry and 
tart irreverence was almost lost in the new stage <>f mm mti- melody. 

Besides solo violin, the score calls for two fit in-., two oWs, nu* * l.u inrts, two 
bassoons, two trumpets, two horns, bass drum, mi, in* dtnm, t wangle, ♦ ymbaK 
castanets, and strings. In the first movement (Alb-go. }«•»>>-( am, < 5 minor, 4/4} 
the solo instrument, unaccompanied, gives out a te-idth ioiirti;!«-inl first theme 
which forms the basis of the subsequent tlrvclopnKiU .or! the ,oda. ’flte 
appealing second theme is also announced by the vsoltu, tin. nine against soft 
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rhythmic figures in the string section. Abraham finds a “distant affinity” be¬ 
tween this second theme and the Gavotte of Frokofieffs Classical Symphony , 
The shift to frank melodic appeal is especially noticeable in the slow movement 
(Andante assai, E flat major, 12/8). Here the mood is almost steadily lyrical 
and romantic from the moment the violin sings the theme which forms the 
basic material of the movement. There is varied treatment and some shifting in 
tonality before the chief melody returns to the key of E flat. In the finale 
(Allegro ben marcato, G minor, 3/4) the old Prokofieff is back in a brilliant 
rondo of incisive rhythms and flashing melodic fragments. There are bold 
staccato effects, tricky shifts in rhythm, and brisk repartee between violin and 
orchestra. If there is any obvious link with the earlier Concerto in D it is here 
in this virtuoso’s playground. T ^ 

"Summer Day,” Children’s Suite for Little Symphony, 

Op. 65 B 

L “Morning.” II. ‘"lag” HI- “Waltz.” IV. “Regrets.” V. “March.” 

VI. “Evening.’' VIL “Moonlit Meadows.” 

In TBS, Prokofieff composed a set of “twelve easy pieces for piano,” to which 
he gave the collective title Music for Children . Recently he transcribed seven of 

them for orchestra, and these now comprise the Suite Summer Day . The score 
calls for uvo flutes, two oboes, two clarinets, two bassoons, two horns, two 
trumpets, percussion, and strings. 

Some brief instructions in the manuscript read: 

All transposing, instruments in this scare arc written in O—/V., just as they sound. 
In the parts the clarinets must he written in A, trumpets in B flat, and hams in F. 

Three per farmers are needed for the percussion, in accordance with which the 
instruments ate divided into three groups I. Tympani; II. Triangle, cymbals, and 
bass drum; and III. Tambomine, drum, and castanets. 

The separate sections of the vSuite are: 

I. ‘’Morning" ( Andante tratupiillo, C major, 4/4). An odd little phrase is 
played by the first Ante with occasional reinforcement from the second, while 
the other wood winds engage in a mild counterpoint and the strings and bass 
drum supply the rhythmic anchorage. In a middle part the bassoons, horns, 
cellos and (later) the violas ami bass sing a rather serious melody, as violins 
and flutes oiler accompanying figures. 

II. “Tag" (Vivo, V major, n/8). A bright, tripping melody begins in the 
violins and flutes and is soon shared by bassoons. It is repeated, this time leading 
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to the key of I*: flat where the oboes pUv is tn .1 modified Ihert* follows a 
short intermediary passage in the same tnppmg although the rhythm is 

stressed more. After some additional moduli*u-tis the vction ends with the 
opening strain. 

III. “Waltz" (Allegretto. A major. ’* 4 t. A un .m. 1 ^'augy wait/, theme, 

introduced by the violins, has an tmiMul vr! A.m t.- A-.,m*,r the une*. 
pected intervals in the melodv. In a utofe sttMu.-d mmivi the violins t«herin 
a second theme, which, however, h .1 f’o.l,>ti«*;‘s.in Muh hy the inter, 

spersed wood-wind chords in ociav, As U-i.nr, the .-onirng tdea serves® 

the section’s close. 

IV. “Regrets" (Modelato, 1 * majoi. -& It. Ah r\pi,"v,n.r, straight f»rw«il 

melody starts in the cellos. Oboes puk i< up tti a d:.;hi!v i.-nv,l Min, and they 
and the first violins conclude it. Next the vs -Im* an ! .1 intvs, r<(n . rt 4 ^ 
variation. In the meantime, there atr wtte Mil". h.m in the titha 

instruments. All ends in just the slightest !.md . * .\r 

V. “March” (Tempi dt marcia, t : m.t|o>, s U.i \> nioan,!»W* each tab 
half of the chief melodv. 'Hie bouts then } : ,v n an \ ;A] .-,vm . ,« f.fjrt mhidk 
sequence with unusual leaps, the tune end, os .1 !,ai.i m, votniniuti* 4 
flutes, oboes, horns, and trum|*ets, 

VI. “Evening" (Andante trncioso, F m* t, ' , IV ! -inf's hnad; of 

making unusual melodic interval', sound u f^te well tin. 

trated. A solo flute intones the opett.n,; l* a-, s ■ j "if •- tyjahr time, the 
rest of which is given to the *.o!,.. bn mu. "vdi 0 'V oar *--**ou- iwhhUk: 

music continues with a passage <>S .,i.itr*/ia! .ip.-.o., wv.V dir )»,{ vtuitm 

take their turn with the meUh, \ no'T" p .-.a-, m \ flu nutm pews 
sonic measures of syncopation, Wnh a . h.«s,o >•* * to < hum and again to 
F major, the section ends fiatupuiU with . me, U -hr i-p.-not,; rune. 

VII. "Moonlit Meadows" i \n !.»»';!! , U (<•...*' t, A Hie v to flute npm 
this section with a smooth flowuig turf ,is <.<,%• h , A •, r.i d the ttumK 
though in more or less abned {01 m, 1 Ur *.-.•* ,-o !•. '.imply with three 
chords. 

This transcript tun drp.urs !»w du/uv, ?; -ro *’■ - pun,, '-you!,, .md when it 
docs so it is because the n*m porj h a A, ! h d* • -d ■ •! .» stronger 

accent here or some ligttir s!ir*e, m a - u , „ <>- >' , ,, aTi, ?,* ought wt 

to bolster up the Suite, 

Artur Roii/inskt led *h«- Am-n, .m p .• •, VA Fltblnfmaftk 
Symphony lomeri <<u (h:, A, I 'fl. 
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Four Excerpts from the Ballet “Romeo and Juliet,” Op. 64 

L “Montagues and Capulets/* II. “Friar Laurence/' III. “Masks/* 
IV. “Death of Tybalt/* 

As a ballet in four acts and nine tableaux, Prokoficff’s Romeo and Juliet was 
first produced by the Bolshoi Theater in Moscow in 1935. Like many standard 
Russian ballets, the perlormance took a whole evening. Prokofieff assembled 
two Suites from the music, the First premiered in Moscow on Nov. 24, 1936, 
under the direction of Nicolas Semjonowitsch Golowanow. The premiere o£ 
the Second Suite followed less than a month later. 

Prokofieff himself directed the American premieres of both Suites, of Suite 
No. 1 as guest of the Chicago Symphony Orchestra on Jan. 21, 1937, and of 
Suite No. 2 as guest of the Boston Symphony Orchestra on Mar. 25, 1938. 
Serge Koussevitxky and the Boston unit introduced the Suite to New York on 
Mar. 31 following. 

After a trial performance of the ballet in Moscow, V. V. Ron in reported to 
the Musical Courier that Soviet critics present were “left in dismay at the awk¬ 
ward incongruity between the realistic idiom of the musical language, a 
language winch successfully characterizes the individualism of the Shake¬ 
spearean images, and the blind submission to the worst traditions of the old 
form, as revealed in the libretto/’ 

Fault was also found because “the social atmosphere of the period and the 
natural evolution of its tragic elements had been robbed of their logical cul¬ 
mination and brought to the ridiculously dissonant ‘happy end’ of the conven¬ 
tional ballet, l itis inconsistency in die development of the libretto has had an 
unfortunate effect, not only upon the general structure, but even upon the 
otherwise excellent musical score/* 

Critical reaction to both Suites has varied, some* reviewers finding the music 
dry and insipid for stub a romantic theme, others hailing its pungency and 
color. Prokofirfl’s classicism was compared with his romanticism. If: we are 
prepared to accept the Classical Symphony as truly classical, said one critic, then 
we must accept the Romeo and Juliet music as truly romantic. The cold, cheer¬ 
less, dreary music “is certainly not love music/* ran the verdict. Prokofieff was 
taken to task for describing a love story “as if it, were an algebraic problem/’ 

Said Olin Downes of The New Yor/( Times in his review of the Boston 
Symphony concert of Mar. 51, 1 ( HS: “The music is predominantly satirical. 
. . . Theie is the partial suggestion of that which is poignant and tragic, but 
there is little of the sensuous or emotional, and in the main the music could 
bear almost any title and still serve the ballet evolutions and have nothing to do 
with Romeo and Juliet.” 
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Others extolled Prokofidl tor the “fuiuUmmul simplicity and buoyancy’ 1 
of the music, finding it typically rooted in the "plane, tangible tenth test of tone, 
design, and colord' Prokofidl himself answered the repeated charge that his 
score lacked feeling ami melody: 

Every now and then somebody or other start** tug,toe, me to pur more feelings 
more emotion, more melody in my music, My own omuahis k tlut them is plenty 
of all that in it. I have never shunned the expuwMon oi frTmte, and have always 
been intent on creating melody * but new mrkdu whiJi pet hap'* Muottn listeners 
do not recognize as such simply because it dtrs not tcwtuhle AorA enough the kind 
of melody to which they are accustomed* 

In Romeo and Juliet I have taken special pa ms to a, harm a empk ny wltuh will, 
I hope, reach the hearts of all listeners. It pevpk find no nnlodi and no emotion 
this work, I shall be very sorry. Hut I feel witr tlyt M*o:rt ot 1 tf>o ?hry wilt. 

Of the four excerpts listed here the first two 'Ahmugur * and i Aptttrfd* gy 
“Friar Laurence 1 ’ are from Suite No, 1 The odwt nxo 'Alaska and * 4 Tkc 
Death* of Tybak” are taken from Suite** No. 1. 

L “Montagues and Captsiets” (Allegio pmanmu Intruded to puniay satir¬ 
ically the proud, haughty characters of thr noblemen, Their is a fun in which 
Juliet and Paris are pictured as dancing, 

II. “Friar Laurence 1 ’ (Andante cspuwavu j. Two Anaow me iiwd m depict 
the Friar, Bassoons, tuba, and harps auttoufuc flu in a; irib * #l#r sraoinl* 

III. “Masks” (Andante marciale). The tinea* m .mop-nur'* thr aunat at th 
Capulet ball and features the unobserved ruiratiir two the jwlUr of Kttmeo 
and two friends, wearing masks, 

IV. "The Death of Tybalt” (Precipitatei, |k#th dmT* ate depicted in 

this section, the first in which Tybalt slow Men mm; dm mart m wlm It Rutim% 
in revenge, slays Tybalt. CapulctT dcmmeuuou r a An .. 

‘‘Lieutenant Kije,” Orchestral Suite, Op. M) 

The PiKLaosKtNu film studios of Lrtihnci.il go - \ j mn?mu picture 

“Lieutenant Kije,” in l f J H, winch h* m ard nu ch*n* d *vm -c A v> IVToftdL 
From that: musk the composer conn ivrd x Sm?n v A b a ,r* mr-Lmd aid 
published the following year, Thr woir i RE M Mm dr p M**, ?r n «S nt% 
two clarinets, two bassoons, fninr saxophrm, . • : uw, <* o <r*yu ,, f^ni Imrtu 
three trombones, tuba, lympani, luv, drum, ir!ro% A im» o utitbk 

tambourine, sleigh ftelk, haip, tv Iran, pLun, and omo - 

An amusing anecdote abaif the C Ansi NrAL, f *rr. ?A rlrst otAtir 
film. In misreading the report ot a imbmiv ,r,A A* < * a o s A.rraA oitiwvi 
a new name for a Russian olfher by Mimhuum; Err ! , a AAA AM "hr twine 
involved with the Russian immsivr rsolrus 4 re, ’JA>. A f Lor / rsr akait* 
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Naturally, the courtiers were loath to inform their ruler of his mistake, so 
much so that they went to the expedient of inventing a Lieutenant Kije. Out 
of this idea in the film arise numerous comical situations and adventures. 

The five sections comprising the Suites and their explanation follow: 

I. “The Birth of Kije” (Allegro). An off-stage cornet fanfare, the tattoo of a 
military drum and some high fife passages announce the birth of the officer in 
the Czar’s brain. Other instruments join the parade. There is a brief andante 
with a consequent return to the original tempo, fanfare, tattoo, fife music, 
and all 

II. “Romance” (Andante). A song, intended for baritone solo, is incor¬ 
porated in this section, though, its music, according to alternative versions, is 
given to the tenor saxophone and, sometimes, other instruments. In translation 
the song goes: 


Heart, he culm* do not, flutter; 

Hon't krep flying like* a butterfly. 
WVIt* vvhai has my heart decided? 

Where will wc in summer rest? 

But mv hrait could am.vver nothing, 

Beating fast, in my poor breast. 


My grey dove is full of sorrow— 
Moaning is she day and night. 

For her dear companion left her. 

Having vanished out of sight, 

Sad and dull has gotten my grey dove. 


III. “K.ije's Wedding” (Allegro). The Lieutenant is a soldier, but, as the 
melodic quality of this section reveals, he is also a gallant and sentimental lover. 

IV. “Troika” (Moderato). Another song appears, this time a Russian tavern 
song. Again the melody is given an instrumental alternative, and its accompani¬ 
ment suggests the motion of a three-horse sleigh. The translated words are: 


A Woman's heart h likr an inn: 

All those who wish go in, 

Ami thrv who num about 

Day and night go in and out. 

Come here, 1 r,ay; contr line, I say. 
And have m tear with me. 


Bo you bachelor or not* 

Be vou .shy or he you bold, 
l call you all to come here. 

So all those* who aie about, 

Keep going in ami coming out, 
Night and day they roam about. 


V. “Burial of Kije” (Andante assai). The Lieutenant's career is briefly 
reviewed in this section. The off stage' laid are, the love and the wedding themes 
come through anew. The Suite ends with the muted comet’s phrase lading into 

silence. 

First performance of this Suite took place in Moscow in 1T>4. At a Lament* 
mix com cm, Paris (Feb. JO, lPv ), which was conducted by tire composer, the 
piece “made a .stunning impression,” according to an English reviewer. Its 
American premiere occurred at a concert of the Boston Symphony Orchestra 
in Boston, on Oct. 11, PM7. 


jl c. b. 








'"Peter ami the VuifV' OivluMr.il i an v l .ile tW t;biidrer 

Op. 67 

C)MM.ET!ii» IN Mttw,.w Apt. ;t, 1 • . 

performance at a cinidteit's - • . ■ M • A" ... • : -at, . sl! 

that year. A met u a tv.i' mi*, du. .-d : ' ' m •:; *'! tit? 

Symphony Ortlu’stu, H»’a. M ■' • 1 '‘ ■■ s.:vrn t|« 

performance it had had * at* ■.;<{.■ I ! >■ ■ 

The saw fartics the r,^ >n > ; 

Kaeh character ol tin-, fair >• • .v ’ '. •• « ■■'•v./, w.hmm tttt( 

orchestra: the hir»l l*l a lime, fin- da, j - .' . , . ,, 4 »u nm W| j | 

register, the giandlaita t lo a ha -■' • ■ • V:r.-: (Hr t»jj 

quartet, the **: tit.- hw-, . . ■ ■ = > ■ t ^ 

an orchestral pet lot nun. r tf A-,,; •' ■ • • '■ i ", ■ fa 

and to play tat them rhr ■: ' i 

distinguish the H»aur:t'<-. t«s t!v nr. 1 -' ■ ’• . • ., .. ■> r *.t |i*n Til 


Henry Purcell 

born: lonpon(?), between June and November 20, 1659. died: London, nov, 21, 

*% 5 * 

What no one will fail to find in Purcell at his best is a spring of life, 
a vitality that glows with the effort of the whole man. To listen is to 
share an experience, to catch some of his glancing fire and to have 
a part in his aching regret. He was a man of changing moods and 
sympathies, ready to boast, to worship, to sigh, and to lament. He 
could bid the trumpets sound for majesty, or seeding flight from 
loves sickness find the fever in himself .— J. A. Westrup, 

"Prelude and Death of Dido” from "Dido and Aeneas” 

| Arranged by Dimitri Mitropoulos | 

Regarded as a chamber opera for amateurs, Purcell's tragic little drama about 
the Queen of Carthage and her Trojan lover was written about 16H ( ) lor a 
“school for young ladies in Chelsea” run by Josias Priest, a dancing teacher and 
occasional maitre de ballet of the London theaters. The text was that of Nahum 
'fate, the poet laureate, who drew it largely from his earlier play Brutus of Alba. 
The story derives, of course, irom the fourth hook of Virgil’s Aeneid. Having 
fled devastated Troy, Aeneas, on his way to Latium, is forced ashore at Car¬ 
thago, where he. and his men arc feted by its widowed queen. Dido promptly 
falls in love with Aeneas and he with her. But the gods have destined Aeneas 
to found a new nation in Italy and order his departure from Carthage. 
Sorrowfully he sails away and Dido, after voicing her own threnody, commits 
suicide. In Purcell’s opera the final recitative would seem to indicate death from 
a broken heart, rather than suicide, a compromise evidently dictated by the 
tender feelings of audience and performers alike at the girls’ school in Chelsea. 

Though prevailingly a work of marked individual genius, many influences 
went into I Tree IBs score, among them the Italian cantata style, the tradition of 
the Knglish masque, Lully's technic of dance music. Then, too, Lully’s pattern 
of the miniature overture, “a slow introduction followed by a quasidugal 
allegro,” was also followed by Purcell in devising his own little prelude to the 
opera, as pointed out by J. A. Wcstrup. In the deeply moving “Lament” (Death 
of Dido), where expressive sublimity is achieved through the simplest means, 
the first four lines are used as a recitative, the last three, beginning with the 
words, “When 1 am laid in earth,” being the area, one of Purcell's supreme 
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lyric flights, in which "technique ml p.tm’H m- imucuhr!w^| j ilone _« 
With an eye an the l‘rt*UuU* .»n«l 1 <•'»<• >*i \\.y. . 

Isolde, Mr. Mitropotil** ‘Sai.!^! u ^.tm 1 • ,« , ■.»■! >, ,■ . !:! .| 

to the two sclectiuns ln»in lh,‘.o .w- ■<> . : ; n •/,( 















Sergei Rachmaninoff 

BORN: NOVGOROD, APR. I, 1873. PIED: BEVERLY HILLS, CALIF., MAR. 28, 1943. 

Rachmaninoff will ta\e his place in history as a great and original 
personality, not only as a pianist of genius, in which capacity he has 
already become a part of history, but also as a prominent composer 
with flashes of true genius. . . . He stands side by side with 
Tschai\ows\y, not only as disciple and follower, but also in musical 
personality. Rachmaninoff is the extreme expression of turbulent Rus¬ 
sian Bohemianism, a passive and heroic soul .— Leonid Sabaneyeff, 


Symphony in E minor, No. 2, Op. 27 

I. Largo; Allegro moderato. II. Allegro molto. III. Adagio. IV. Allegro 
vivace. 

A prolific composer in many forms, Rachmaninoff wrote only three sym¬ 
phonies. {The Bells, based on Poe’s poem, is a “choral symphony.”) Of the three 
only two remained in circulation after their world premieres. The first, com¬ 
posed in 1895, had one luckless hearing in St. Petersburg and remained forever 
silent. The second, composed in 1906-1907, was first heard in Moscow in 
February, 1909. Almost thirty years elapsed before Rachmaninoff completed the 
Third Symphony during the summer of 1936 in a Swiss chalet overlooking 
Lake Lucerne. Its world premiere occurred at a concert of the Philadelphia 
Orchestra on Nov. 6, 1936. 

The black sheep of Rachmaninoff’s symphonies—the First—precipitated a 
sharp mental crisis in the gloomy young composer. Critics and friends excori¬ 
ated it freely. The composer, morbidly self-critical, seemed only too eager to 
join in the dismal chorus of reproof. “I found the orchestration abominable, 
and I knew that the music did not amount to much, either,” he admitted. 
“There are serious illnesses and deadly blows from fate which entirely change 
a man’s character. This was the effect of my own symphony upon myself.” 

Turning to the twenty-two-year-old composer, Rimsky-Korsakoff remarked 
blandly, “Forgive me, but I do not find this music at all agreeable.” Cesar Cui 
was beside himself with rage. “If there was a Conservatory in Hell,” fulminated 
the spokesman of the big “Five” of Russia’s national school, “Rachmaninoff 
would gain the first prize for his symphony.” 

A period of acute despondency and inertia set in for Rachmaninoff. Con¬ 
vinced that the creative muse was not for him to woo, he very nearly called it 
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a day as composer. In bleaker moments tln-tc w.-tr e \,-n hints of ^f.trker ( 
“When the indescribable torture oi tins pet h<t man, c h id at List tome ( 

I was a different nun,” Ik 1 ivtuiinicd, later, \, .. ■miniumm ..t t 
Dr. Dahl, and Natalie Satin sc.-tm have t,-» ord mm t-i.m |*h 
C ount Tolstoy lectured the grttrd v.imh dor - An-.. In: *'iiuirv 
he pointed out, assailed cunt the god-.. .>:)«;, "r m," Ur ashe,!, 
supjtose I have no ttotihles, nevn Sirs;','.-, tt-w-s L e 

Dr. Dahl prescribed exer.bcs in sell av.rstr.-:i, w!u.h w.-ar ... f2sj'ttl M usly orrie 
out Mile. Satin became Mrs. ILu hm.mjis.-d. Tin- i— a Sciuph my was » 
manently retired from public life. 

Thereafter, composition ijmckencd ;n p t. r as! vrnsu. !H l'w,, 
ninoff, his work obstructed hv vvidrium; m! ,md prom,-.mud *I'mtnitnKnti 
felt compiled to take a lout; tbb.tr i..<! m a imn ;n !'*td, V.»omrumed k» y 
wife and baby daughter he !dt Mosnovv ibi 1 >;f.T-u, f •*>.> d,,^ ir.iH thrbadi 
oecupietl a smart little house wo!*, a g.JuLs* Tm-m, Ul , tu | w*d«*i« 
Rachmaninot! composed two of In*, best ',vm;,T..;u. w.-T ■, rhe tone j»«t 
The Isle of the Dead and the Se. ond **ht'>pL, <n . Srse*.it • , n . , t , pyjj,, WR;iti) 

and an unfinished opca ITcca u--ie ,4- , ,. , ? .. t ... t { lf 

retreat. While he was these, Amro. a br.L.m- ! w:di U.\• .atVt, Twestl 
concerts during the wintet of l*"" m 'be d»-ub!r • ! • , i . w ,? 

Rachmaninoff was exfitrd. Yet hr he-.it.ne ! ‘I he r ».»■, tempting, b 

the tour would mean a long sepai aimii f:<nu nr- ,r,i l . TM, v !t , r Ins tnarmta 
he had not left his wife’s side for m >.it dun a t-u da-,-., At It-nadt he actmd 
“though with a heavy heart.” 


Before leaving for his Amcu.au nip, H..v hsti.um;. ,«f dur.tnf the w«r!( 
premiere of his V, miiiot Syttiphom with thr M s.,..,! Mc««w 

on bcb. 15, 1*M)U. Its stiucv. w.c. :tutti> r „ut ! >-■ tpb .e\t*amvrr, twi 
months earlier the wore had brought *hr , ..sup. T-'t ,J iis p., |* ll/r „f ^ 
rubles, I his award was established ’ht-.ugh < hi-.pi'-»n*dr by hfitruvat 
Pctrovikh HeLtinf < I« *rf. the si.„v,| y.m , f4 ... rbr . 0 *-. urtf futhjw# 
sored the work ot the famous “f'nr" an! m I -‘ >. ; .'.mdrd A pnb!o4iutg Iwtft 
in Leipzig for Russian lutts;., K ohmoais'-ji's %■ . a ! Ik- .f.. i «,n.erto ratlin 
won him a Cilinka I'ti/c of '*•" nii.K 
Like the I hitil Svtiu !»o«v th »* o.. 1 , r .. ,>,•.* .»!* .• >a .b*. ,c(*••, l»U(*r,& 

.Second was mttniWd Amru,. »s d ; - !•* d , n, !..•/,Thr^ 

was Nov. .Vi, l'titt, If.., hininuiojf «> ;? •-.! d, .)> ,- ; p r.., * J iving thret 

of his piano preludes, na ludmg ’hr •„»«.,m m-*- o, < -A ; .. r! 1 Thnrwdb 
tailier, ott Nov. 4 , the dr,ttuaii,i vc,• • !. . A L,, \ ; ,.., drtiut, rt 

pi.mist, with a iron 4 at Smith f '. 4 lr,g, N .rL tj.«.4 t 1 ;■«, ■, ,4 I pn!4i« alike 
tad wekoinrd the < h-‘ti.r 5i, r 5 ./.■ ,< - -y \ • ;r ._, L»,nurrasil 

nihcdclsiig rcpill.lfiriii Jm?! |*inr4r,! 14 i v > I ** 4 r: t P 4lf|l 

minor Prelude, This captts.ittrtj; \’' v ' T )!}" ! <*, r 1 l ! Idff* { f | #1 
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teachers solemnly spoke of it as a “necessary number in the repertory o£ every 
young lady amateur.” The tour corrected many false impressions of Rachma¬ 
ninoff as a pianist who also happened to write music. If the visit made Ameri¬ 
cans aware of an astonishing keyboard personality, it also acquainted them with 
a symphonist of striking power. 

One critic wrote: 

II 1 sehaikoxvsky voices the passionate, the somber, the tragic, the swift ecstasy of 
beamy, and if Rimsky-KorsakofT reflects the sunny, the legendary, and the fanciful 
Rachmaninoff prefigures the brooding, the somber reflective state of soul. He 
endures the sight of the dark aspects of Russian life, of: all life, but rather as the seer 
than as the rebel. I here is almost a Tolstoyan resistance to evil in his attitude. The 
world that hr looks out upon is a somber world of dim distances, of golden lights 
and shadows, of fateful and steady motion. 11 is attitude toward it is impersonal and 
dispassionate. I ILs creed is moderation. 

At. a time when “ultra-modernity” was being freely lampooned, Rachma¬ 
ninoffs frank conservatism and traditionalism were hailed as salutary cor¬ 
rective's. A lew, however, flailed this music as artistic reaction. The shrewdest 
agreed that Rachmaninoff was steering a strictly personal course between the 
extreme left and the extreme right. Avowedly he had no patience with “experi¬ 
mental" music. Expressive appeal through melodic warmth was his avowed 
goal. In the world of music, he felt, there was one supreme ruler—Melody. 
Melody, hearing the imprint of a warm temperament, implied, gave rise to, 
and developed the harmonic treatment natural and best: suited to it. Embedded 
in the melodic and harmonic fabric was the composer’s whole personality. 
Tins was and remained Rachmaninoffs creed. “I compose music because I 
must give expression to my feelings,” he said, “just as I talk because I must give 
utterance to my thoughts.” 

In a personal statement to David Hwen, Rachmaninoff declared that a 
composer's music should express the country of his birth, his romantic life, his 
religion, the hooks that have influenced him, the pictures he loves. “It should 
he the product of the sum total of a composer’s experiences,” he declared. 
During an interview in tin* early twenties Rachmaninoff revealed that: “a poem, 
a picture, something concrete,” usually touched off the creative processes of his 
imagination. Such avowals of method have prompted attempts to read “pro¬ 
grams” into Rachmaninoffs music. In some cases, of course, the title alone 
suffices as an index to narrative or pictorial content. In others a “program” was 
given, presumably with Rachmaninoffs authority. The First: Symphony ad¬ 
mittedly followed a program. Hence, Riesemann cannot be blamed for ventur¬ 
ing our for the Second, Rachmaninoff himself remained noncommittal. 
Riesemann suspected that Tsehaikowsky’s Fourth Symphony and Liszt’s B 
minor Sonata had served Rachmaninoff as models for the Second Symphony, 
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Le., prograinatically. Tsehaikowskyx them*. «<t *«*utv.\ tx Fate, just as it was^ 
Beethoven’s C minor. Says Riescm.um: 

■ -W& 

Rachmaninoff replaces the fanfare of Rate in IV lutWvvsky \ symphony k 
threatening, heavily oppressive chords pregnant unit a premonition of death, tnnn, 
pets and violins swelling to a desolate groan that <.oUap-.cs and dies away. 
words Memento mart (remember death! would make a suitable motto fe t ^ 
symphony. Whenever the work succeeds tor a moment in teaching a carefree, 
exuberant mood, the dull inflexible chorus cuts in with its glooms- warning of death 
even in the most ecstatic moments til the loser's >anicndei. The. s\ most effective« 
the conclusion of the scherzo, which is almost unkpw in dr um-.ua! Tsrr.tturc ©f the 
last decade. In grandeur of design it can hardly !iud an r<|ttal, the jnostbW exception 
being the Scherzo of Bruckner’s Ninth Symphony. « 


I. An introductory Largo section (K imnoi, 4 If offers material tttbetx. 
pounded in the first movement ptoper, besides ifioites that wilt trrttrn later io 
the Symphony. Chief of these is a subtc* t first biua. fin! In- the violins ovq 


sustained chords in the wood winds. The mam i»*<U *4 the movement (/ 
moderato, K minor, 2 ’2), really Itrgim when »V vtoiut-. ihaut a fhrme. 


espressivo, first hinted at by cellos and double lu-.-.rs m the extruded 


prelude. Wood wimls and sitings later sh.«>- chr scoutd theme t»mvecn them, 
in G major (moderato). The solo vmliis open. tin- d.-vrh.potent section with 
the first theme in augmentation. The i (minting so togs -,<«.{» {• nn the wnntl 


winds in the working out process. IV lost Cohns b:mg Ju,h the ihtef tltemu 


in tlie review, while the second thrmr tettum.. somewhat moddrd, in K majot. 
A brilliant coda ends the movement. 


II. (Allegro molm, A niitior, .!!. Idea .ttng hi the hoi ns, the tt|tening 
theme of this scherzo movement tx pa fed up toons as by t|»r violins, Thit 
material supplies the haws fm the whole lire v-, r ( , u ».j she movement, ,\ bright 
new melody appars in the violms ut (' map j iMdru-.a, and the owning 
sectittn returns, soon fading awav f dtnmuirnd-f. \Vrs a xt-oauis diord, the 
trio (menu mossu) sets m by way of she sr.-md wolm., li.e-d p»,-sniffy hy tire 
first violins. A striking passage fi-t hr.iv.rs, .trrn.gVnr! fit , v tubal 1 . and tarn- 
bourine, follows. The rather s,|irt/o >.•.*;• .a o ri-r; v ie, aVd, and ,« & 
movement ends an allusion is braid m tV 1, a .-omm< ,>t she *.ytn|tl«tity, 
Stime of Rachnmnitiotf's Ir .t fug al wtcoi,; aid ( ; , movement, which 
Philip II. Goepp called "a lomplrv , lunge !s--m :i;;o.,p-r, «to!i .aid passion tti 
an abandon as of primitive daine,” 

III. hirst violins give out the m.c.u 'hruir .a >h ■ m .'*•.a, movement 

(Adagio, A major, 4 4>, The . lasmrt j*an. m >,* s'Jt i ouJ tfirmc, follow'd 
by nhiK's and violins, whuli slt iie a deid ■ la tV mid lie ,4 the ntuvc’ 

mettt tile first theme of the Adagio ,o o ch 'hr . •:.!*,» idea of the 

Symphony first heard in the v i>»Uu . -a ifi.-- Ut a ; . -• - :.c-»s’ 1 ,.e •<>, After the 
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fious material is reviewed, a reminiscence of the Largo theme is again heard. 

A brief fortissimo passage for full orchestra opens the restless, energetic 
le (Allegro vivace, E major, 2/2). The orchestra builds its main theme into 
risk development, after an announcement among the strings and winds, 
liminuendo follows, and the wood winds introduce a subject in march 
hms. The main theme returns, followed now by a lyric theme in D major, 
? in octaves by the strings. Discoursed at some length, the new theme leads 
brief Adagio. There the orchestra recalls material from the first and third 
r ements and seems to take a full breath before starting on an elaborate 
ney of development and recapitulation toward the resounding coda. A 
ked cyclic unity is given the symphony by the brisk interweaving of themes 
tie opening Largo and closing Allegro. 

edicated to Rachmaninoff’s teacher, Sergei Taneieff, who in 1878 followed 
laikowsky as teacher of composition at the Moscow Conservatory, the 
tphony is scored for three flutes (one interchangeable with piccolo), three 
is, English horn, two clarinets, bass clarinet, two bassoons, four horns, three 
apets, three trombones, bass tuba, tympani, snare drum, bass drum, cymbals, 
bourine, glockenspiel, and strings. 

ir all its Slavic color and frequent resemblances to other Russian composers, 
timaninoff’s music stands in a class by itself. He has followed the dictates 
us own individuality, and although he early tended toward the so-called 
-sterners” or “Eclectics” of Russian music, i.e., those consciously influenced 
lon-Russian currents, Rachmaninoff cannot be given a “school” label. 
l its first stage the division between the “Nationalists” and “Eclectics,” or 
ientalists” and “Occidentalists,” resulted in bitter verbal clashes. On one 
were the “Five” (Moussorgsky, Balakireff, Rimsky-Korsakoff, Borodin, 
Cui), also styled “The Invincible Band,” whose art was rooted in folk song 
legend, in brief, in the “unspoiled genius of the Russian people.” Their 
an was “Freedom, the Picturesque, Nationalism.” 

. the other camp were grouped men like Tschaikowsky, Taneieff, the 
insteins, Liadoff, Glazounoff, and Arensky, who frankly sought and ac- 
ed European technic and discipline. The sharp lines of demarcation 
lually faded, and heated factionalism lapsed into friendly interchange, 
imaninoff has been regarded as something of a link between both schools, 
mse of his technical equipment and grasp of French and German sym- 
aic methods and procedures he belongs, in a sense, with the “Eclectics”; 
ie “his thematic material, the whole color and feeling of his music is 
listakably Russian,” as one writer puts it. 

he name most often associated with Rachmaninoff is Tschaikowsky. 
eieff, his teacher at the Moscow Conservatory, had been Tschaikowsky’s 
il, and many have tried to trace a direct line of symphonic descent in their 
k$. As a young man Rachmaninoff met Tschaikowsky and was deeply 
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stirred by the older man’s sympathy ami interest in his \v..sL, In fact, 8*4 
maninoff has regarded the meeting as a mu sal twin m his career. He 

To him I owe the first and jx.ssiHy the decidut.; su.-r.-. tn tin He. It W4SRly 
teacher Zvierew who took me to him. Tsch.ukow.ia at that time u.t-, already world 
famous and honored by cverylwdy, but he remain.-,! unspoiled. He was one of the 
most charming artists and men f ever met. fir had an mte.ptaUd delicacy of mini 
He was modest, as all really great [tropic are. and simple, as vm Jew ate. 

Tschaikowsky was about titty -Jive at that time, that o to %n, mote tlun twfct my 
age, but he talked to me, a young Iwgiimcr, as it 1 weir !tt . u|ual, I!.- listened tomy 
first opera Ak-f(o and arranged for it to lie |*rr Jointed at the lmttm.il Theater.,,, 
Tschaikowsky did even more. Timidly and modestly, a. tf he \mr afraid [ might 
refuse, he asked me if I would consent to have im sunk gtodts.'-d with one of hit 
operas. To be on a poster with Twlt.nkowskv sea*, about the greatest honor that 
could be paid to a composer, and I would not have dated to suggest such a thing. 
Tschatkowsy knew this. He wanted to help me, but was .inxtotr. a!.o not to offend 
or humiliate me. 

I soon felt the result of TschaikowshvN Undoes! b.-g.m to he known. attdstww 
years later I became leader of tfie Imprna! < tjru ot.hr .8u, Hat mg ou.e reached 
this important position, the test came easy. 

Rachmaninoff remained active in all thiee 1 ipa. it ms, .<■. umdirtor, puni#, 
and compiser, though his appraraners on the pml.nm we.v u. Jew to give 
him the widely recognized status that his tmt.n uud j-i.tst*i pHsi'i.; h we hruttgjtt 
him. As a rule, such appearances its his last sen * wmr y/ia..! o-.oncertsit! 
his own music. He has often idled a tuple isle .-nr pto.p.eu. To Frederick 
H. Martens he once explained h..u, in Im manifold pm ants, hr turd n» restrict 
himself to one field at the time; 

When I am eoneertizing l cannot ntmpmr. When 1 f.-rt like writing musk I h»t 
to concentrate on that- I cannot tou>It the pun**, Worn f am toudmtinjj l can 
neither compose nor play concerts. OtSwri mmtuan-. mas !*<- none 1..inmate in tty 
respect; hut I have to concentrate on any our thin,; 3 am Tang t<> .u.h a degree that 
it does not seem to allow me to take up amtSms,,;-r 

When composing I am a slave. Brgmusn., a* nm- m *V- uounsu, 1 ; f dW myself 
no respite until alter eleven at night. A jmeiu, a yt lose, sMmetluiig . onerrte, help 
me immensely. 

Lft. 

Symphony in A minor, No. 3, Op. 44 

I. Allegro moderato. 11 . Adagio ma mm ttr.ppo, fit \!!egrt» 

Almost thirtv years imervntr Itruvmt 4r * Mop-or ■ ' MaJmwtstnofft 
Second and Third Symphonies, the hornet d.mc:*; h-rn !■**. ! the lt«f 
from 1935-14#). Ihc earlier Svmplom iva. >me «4 ut.uu imp, at mi wotkl 

.,. 1:11 
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written by Rachmaninoff in Dresden during a three-year retreat from Moscow. 
Social and professional routine had interfered with his composing in the 
Russian capital and he found virtual seclusion in a suburban house with his 
wife and baby daughter. The tone poem The Isle of the Dead, a piano sonata, 
several songs, and an unfinished opera Mona Vanna were further products of 
the Dresden period. Moreover, it was while sojourning in the German city that 
America beckoned with an offer to do twenty concerts during the winter of 
1909. The Second Symphony, though first heard in Moscow, shortly before he 
sailed, accompanied him for an American premiere in Philadelphia on Nov, 26, 
with himself conducting the Philadelphia Orchestra. 

The 1 bird Symphony runs parallel with the Second in one or two surround¬ 
ing circumstances. It was begun in the spring of 1935 during a similarly placid 
and retired period in the composer's life and completed during the summer of 
1936 in a Swiss chalet overlooking Lake Lucerne. Then, the Philadelphia 
Orchestra was again involved in its American premiere—this time its world 
premiere as well—and the concert again occurred in November (the 6th, 1936), 
Both symphonies were warmly received. The second speedily became a reper¬ 
tory staple, and the third is by way of following suite. Critics have commended 
the later work for its ‘'sincerity and personal accent,” its “technic and skill in 
orchestration," and “its impassioned stress.” 

Lawrence Gilman has emphasized the score’s profusion of those sweeping 
oautabile phrases, darkened by moods of melancholy brooding. . . . “Sombre, 
lyrical, defiant, it is a work wholly representative of the Slavic genius and of 
Mr. Rachmaninoff in particular, by reason of certain unmistakable turns of 
phrase and orchestral rhythm and diction.” 

Instead of the usual four movements, the Third Symphony is divided into 
three, I lowever, the middle section of the second movement, which is rather 
unorthodox in form, might he considered a subdivision. The main body of the 
opening movement. Allegro moderate), is prefaced by a slow passage, four bars 
in length, marked Lento. An Allegro vivace of some length nestles in the long 
slow movement. Adagio ma non troppo. This intermediary section ends with 
the return of the Adagio mood and structure. There is brilliant fugal writing 
in the finale, based on the major theme, 

1 1 Y tt 


Concerto for Piano and Orchestra in F sharp minor, No. 1, 

Op. 1 

I, Vivace, II, Andante. IIL Finale: Allegro vivace. 

Tnr. i ,fast played of Rachmaninoffs piano concertos, the F sharp minor dates 
from the composer s student days in Moscow. Rachmaninoff was only eighteen 
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when he wrote it. Safonoff, then director of the Moscow Conservatory, where 
Rachmaninoff was awarded the highest honors as pianist in 1891, conducted its 
premiere that year. The response was far from encouraging. Rachmaninoff 
himself at first thought so little of the Concerto he decided not to take it with 
him when the London Philharmonic invited him over for a series of appear¬ 
ances. However, before leaving Russia in 1917, he subjected the score to drastic 
revision. Though no fresh material was employed, structure and instrumenta¬ 
tion were thoroughly modified. By then Rachmaninoff had composed his 
phenomenally successful Second Concerto. What mature technic and style were 
now his, reflected back on the earlier work. 

Rachmaninoff was soloist in the First Concerto when the new version was 
introduced to New York by the Russian Symphony Orchestra on Jan. 28, 1919. 
On Dec. 26 of that year the New Symphony Orchestra—later to become the 
National Symphony Orchestra—played the work in Carnegie Hall with the 
composer as soloist and Artur Bodanzky as conductor. Rachmaninoff was again 
the soloist when the Philharmonic-Symphony brought the Concerto into its 
repertory at the concerts of Dec. 29 and 30, 1938. The work is dedicated to 
Alexander Siloti, with whom he had studied piano at the Moscow Conserva¬ 
tory. Lawrence Gilman analyzed the Concerto as follows for the Philharmonic- 
Symphony performances of 1938: 

The Concerto begins (Vivace, 4/4) with the material of the first theme: a 
reiterated F sharp, fortissimo, for clarinets, bassoons and horns and an impetuous 
descending passage in octaves for the piano. A brief cadenza for the solo instrument 
introduces a contrasting subject, a songlike theme for the first and second violins in 
unison (Moderato, espressivo). The principal cadenza occurs toward the end of the 
movement. 

In the Andante (D major, 4/4) a phrase for the horn, answered by strings, wood 
winds, and trombones, and a short cadenza for the piano, introduce a meditative 
song for the solo instrument. This is unaccompanied until the eighteenth measure, 
when a solo bassoon, with an air of somewhat bashful uneasiness, intrudes upon the 
piano’s cloistral contemplation; but it withdraws after four measures, with its finger 
on its lips, and the piano is again momentarily alone in its romantic solitude. The 
strings are bolder, but even they dare enter only on tiptoe, ppp. Later, a solo horn 
and wood winds add their voices, and the orchestra regains its rights. 

The Finale (beginning Allegro vivace, 9/8) is capricious in mood, restless and 
complex in its rhythmical transformations. A contrasting middle section (Andante 
ma non troppo, 3/4) proffers a sentimental interlude, wherein the strings, adorned 
by the piano, soon give place to the solo instrument, which, left to itself, becomes 
for a time the mouthpiece of the poet’s lyric fervor. The resumption of the first 
tempo leads to a tumultuous close, in F sharp major. 


I*. B. 
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Concerto for Piano and Orchestra in C minor, No, 2, 

Op. 18 

I. Moderate. II. Adagio sostenuto. III. Allegro scherzando. 

In lTO-lWl, ten yeans alter the fiasco o£ his First Concerto, Rachmaninoff 
completed the present work, which has done much to spread his fame as both 
composer and pianist. 1 he introductory performance of the Second Piano 
Concerto was given by the Philharmonic Society of Moscow on Oct. 14, 1901, 
Rachmaninoff appearing as soloist 

In his memoirs he discloses the curious circumstances surrounding the 
composition of this Concerto. He had become the victim * so to speak, of an 
all possessing apathy. His friends and relations became alarmed. They pro¬ 
posed a hundred possible methods of attacking it. Several of those attempted 
proved of meager therapeutic value, but a series of sessions with one of the 
pioneers in the field of autosuggestion, Dr. N. Dahl, brought about the desired 
end, so the composer himself admits. In fact, the Concerto is dedicated to 
Dr. Dahl, who had been importuned to cure him of the apathy and to bring 
him again into a creative frame of mind. The good doctor, quite seriously, 
inquired what type of composition they desired of Rachmaninoff and, just as 
seriously, they suggested a piano concerto. 

The moods and manners of the healer’s approach might be introduced at 
this point, since such a glistening success was obtained. The composer would 
lie half asleep in a chair in Dr. Dahl’s sanctum, while the mesmeric and 
curative formula, “You will begin to write your Concerto. . . . You will work 
with great facility. . , . The Concerto will be of excellent, quality . . was 
repeated endlessly. Rachmaninoff says of this, “Although it may sound in¬ 
credible, this cure really helped me. Already at the beginning of the summer 
1 began again to compose. The material grew in bulk, and new musical ideas 
began to stir within me far more than I needed for my Concerto.” 

Two movements were completed by autumn, the Adagio and the finale, 
besides a sketch for a two piano Suite (Op. 17). The first movement of the 
Concerto was finished later, which is the reason for the Op. 18 numbering. 
Rachmaninofl played the second and third sections at a benefit concert under 
the direction of Siloti, and they were received with tremendous enthusiasm, 
which was just the incentive required for the completion of the whole work. 

Rachmaninoff, reviewing trials and tribulations of his youth, has said, 
“Although I had to fight for recognition, as most young men have to, although 
I have expenemed all the troubles and sorrow which precede success, and 
although I know how important it is for an artist to be spared such troubles, 









I realize, when I look back on my early life, ili.it it was enjoyable, in spite of *1 
its vexations and bitterness.” 

The concerto falls into the ciwum.tsv rhuv m..wnntt,: 

I. The first (Modcrato, C minor. -1) «i'h a ,.f , hunts for tb 

piano. The chief subject is presenth aim. aimed bv dm smugs against ai 
arpeggio figure in the solo instrument. At*n a bo-t <■>, ;k.<s d interlude tit 
piano gives out the second subjnt in K flat mum'.. 

II. The slow movement (Adagio wmohim, K m dm, 4 i) j., imnulticectli 
sustained harmonies in the mutest stung*. n. tvlmb wmA njsiuitnems umm 
added. Over a figure for the piano a time and then .< . Anwt innate f ) lt . rnr |^ 
from which the movement is enmmvtnl. New Arm.eu n»a.‘rnd is hard ji 
the coda. 

III. In the finale (Allegro scheraamlo, (! min a, -1 H pteian-jv measures# 

followed hy the first theme, allotted to the m-- { A, , n ! , Aim have tit 
second theme, the piano taking i* ti{> latrt. Hw lit-a tb.-mr r, TvrAjted ttirtfa 
in a section marked "Allegro s, hct.'mdo, un.>-< yim-'." ht ,t iugatu the fin 
violins are answered hv the piano and die .mw;., \ivi rld-Hnate wort 

ing out the concerto ends witli a hiilium «>.da, 

The instruments emploved in the of. heard p>o ,,i.- dntr., two nt«Kt 
two clarinets, two bassoons, font hoots, two ta'naa,, tV.-r riMiuriuiirs, fa§ 
tuba, a sec of three kettledrums, bavi drum, amiid., and, ‘T- maul stung*, 

: 

Concerto for Piano ami Orchestra in I) minor, No. $ 
Op. 30 

L Allegro iiui mm Uittw IL !«?ajwvm II! ^ 

Rachmaninov? \mm< tm Thm! Ihanoi "n.am m? !;;• Am-rm a; inarrllM 

On his journey over hr tiw4 a j*m» jw r * • w y a b;m rh M llirfi 

premiere of the new work writ dw Vw, V w. ; a, o , W lull 
manning Rachmaninoff claims Jr u-w-j -err sO a afnrnh jpitff 
again- With the composer -a* wh■; n fir pa? . f u a 141 Km, 3 

Walter Damrmch totuluefnl Cniww \f,4 ; * k* ■ - ! k - a .>! pniormuftt 
Of Mahler’s behavior at rrbrat .a! Ha hmdm/A'K ! a a a - * r 

At that time Mahler was rhr nub %*,S t « ; , | „ 1-*r^4 woulty ii| 

classed with NikMi. lir tmr !ir4 \u* : h *: 1 a a,V *n «* k nkm^ 

himself to my Oiturrto ntitil da u .w:/oaoe .*,*,* 4 w *. >. td' » < • .af4j«s 

hem piaetiml to the |hhi4I ut j*mr a>1 > ■/,/* ’ ; ,! •, S w ihm%4 

sumthrr long rehrarah Auon!sny ( n* SI o a,! » * tf 1 • * r, 

* > an utt it title wliii !i h untojffnu4 f ^!s i,»ia f **v f vn* - ■. a 
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Otto Kinkleday, who wrote the notes for the New York performances, 
described the new Concerto as “Russian throughout, Russian in its melodic 
conception, in its rhythms, and in the robust, virile qualities even of its gentler 
passages.’' Kinkleday also strongly stressed “the composer’s place in the lineage 
of Tschaikowsky*” 

Typically Slavic in mood, the first theme of the opening movement (Allegro 
ma non tamo) is stated simply by the piano against a rhythmic accompaniment 
of muted strings and pizzicato basses. It is then taken up by the horns and 
violas, d lie atmosphere here is soft and mysterious. The second theme is briefly 
foreshadowed by horns and trumpets. Brief but striking, it is then given out by 
soit strings, staccato. 1 he piano answers, and out of the second theme is 
lashioned a gorgeous episode, dins theme is used to give a cyclic semblance to 
the concerto, tor it recurs in the second and last movements. 

d’hc Intermezzo movement opens with a theme again markedly Russian 
in flavor, "deader and melancholy, yet not tearful,'’ was Otto Kinkleday’s 
description of it. A contrasting passage in d/S time follows, against pizzicato 
support Irom the strings, d'he opening theme of the Concerto, now altered, 
returns lor a dreamy reminiscence among the wood winds, dliere is no break 
between the last two movements, dhrobbing, forward motion fills the Finale 
(alia breve), with the first theme imparting a challenging note. One or two 
passages grow out ol echoes of the first, movement, dliere is a momentary 
interruption in the pulsing drive of rhythm as a Lento intervenes, and the race 
is on again. 

dhe Concerto is dedicated to Josef Hofmann. 

L* B. 

Rhapsody on a Theme of Paganini for Piano and Orchestra, 
Op* 43 

I nr; theme on which this Rhapsody is based is taken from the last of the 
Paganini Caprices for solo violin. Not only did Paganini himself do a set of 
variations on this theme, hut Brahms did, too. dhe Rhapsody was composed 
between July d and Aug. 24, 1CH, while Rachmaninoff was living on Lake 
Lucerne in Switzerland. It was given its first performance by the Philadelphia 
Orchestra under the direction of Leopold Stokowski in Baltimore, on Nov. 7, 
PH4. d’he composer was the soloist. 

dhe full theme of the piece is not fully announced until the first variation, 
Precedent?, when it is played by the violins and later taken up by the piano. 
Prior to that it appears sketchily in a nine-measure prelude. Most of the varia¬ 
tions are laid". An unusual feature of the composition is the introduction of the 
liturgical melody Diet Irae in the seventh, tenth, and final variations. It appears 
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in the piano in No. 7, while the thematic mru-anm at.' played against it i n ^ 
bass. The Dies hue, a patt of the Cat In the Ma*.-. )■>( the t»<-.id, dcseriliej 
fully the happenings to come on the Nav >>) judgment. U, opetung tine ht 
been employed frequently by composers oi the sms-mvoth *c»:mv for a varfe 
of reasons, dramatic, symbolic, or purely hum<m>m„ S' ni.tv lv Sound in worj 
of Berlioz, Lisz.t, Saint Sactis, and Tsehaihowskv. 

In the RachmaninolT Rhapsody it is hc.ud ra 'he :<-»ds v.mati..n again 1 
way of the piano. In the twentv lumrh the whole fhtmdm it , mt j K 

brilliant climax. Many of the composer’s work-, are '.,ssd .rns’.en some met 
meaning, which he is loath to reveal, |r h.h brers cy,,yvvj 'hat the tmlusOo 
of the Dies hue in this composition ts a caw m pom*. 

Besides the piano, the score calls lor pico-i-, two Hurry, :w,« obey, Kttgli) 
horn, two clarinets, two bassoons, font hoists, two onmprr,, rhier 
tuba, kettledrums, tambourine, triangle, umtuK, dtrmi, Mk harp, .imbuing 

‘'Symphonic Dances for Orchestra,’ 1 k >p. 4< 

L Non allegro. 1L Aiulwir <ou moiu, 1)1. I >nm m 

Allegro vivace. 

Intknimw as a set of* itlcali/ctl *l,uur m **mrs in urr il 

work was written tn OfU while tin >n w i i ** >uua,; U>^m a owil 

concert schedule At his home hi Himum/* u, Km ? 1 hr S\mf*km 

Dimers were begun rat lv riur ntntma ,m ! '"Uv,<K-* K-- tu < ^ Tli 
were premiered in PlttLidelpbu mii Jam 4, I'hf, K ’■ K VU\U Mpio i f ftdtatt 
Eugene Ormaiuly conducting. The v*Mte r, yr4 o U*'.h mdtesffAf 

conductor. 

For a time Mr. Kathmaiisuoti MAradn K do- *K.v iunits tl 

titles of "Midday,” “Twilight/* ami "Miduv.K/' i -nn cmiT nine die nK 
likely to give ntKlnulmg tmptr*ir<m u! ,*rim m ? o, * ! ♦, -n a« ’'•Utt« 
only the second in the set Irac, .cry «ku ,!>• .:.-o !t m the phi 

“tempo <li valse.” What daitu* u,turns them j, •. ms »!k k i«ed|in 

of romantic idealization. As a tub, . ov *?«’• d 1 >•! «• j ,*• -s w. ate wt 

sporadically .suggested. 'l’o rmpSi c.ir-r dr Avinph-'U- " ; wA; ** d;-tt the Mmw 
in the titles, Mr. R.»i'h»u.Hnii««i «|r. id,-! on ho/ 1/ .vr, ,1 :>-!• js.trt) 
set: I. Non allegro; II. Aud.dUr w.si m<a., 1 -■.s*-. d? y .dIIS {.-’tuo aw 
Allegro vivitee. Hr has nlfnnt u., lu.n. .dm d. o. * ! . t <!» .4 S sIk dt.c.trtl 
aiul adopted titles, as jo ,tity p*.v,d4 ■ pf ■ rs.o.. \!i i- . : - rl% l*n;Mi 

Rfutpstuly fm* Piarm m<l Duhtnira U-i< j e, * ! - Ar,-,;,," „, , 4.;;-?. 
it: was first tiiuttghr I tic* l hfn / * it •* s • ' . f 

graphic use* The lotiipmn ilih.iVHwr | 4 n% v.' o ,, 
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In reviewing the New York premiere o£ the Dances by the Philadelphia 
Orchestra in Carnegie Hall on Jan. 7, Olin Downes rightly noted that they 
bore the ‘"unmistakable stamp of Rachmaninoff’s creative personality.” The 
idiom and moods he found so strictly Rachmaninoff’s that “none other could 
have written the music.” Without attempting to ferret out a program, he felt 
that the Symphonic Dances “could easily reflect a series of moods, presented in 
a certain loose sequence—of Nature, and memories, and reveries, with some 
Dead Sea Iruit in them—all unpretentious, melodic, sensuously colored, and 
admirably composed music.” In the third Dance the plain chant Dies Irae, 
which reeurringly haunts Rachmaninoffs music, makes a grisly appearance 
amid a brilliant fantasy in strong rhythms, ^ ^ 


"Die Toteninsel” ("The Isle of the Dead”), Symphonic 
Poem for Full Orchestra, after a Painting by A. Bocklin, 
Op. 29 

Raciumaninoh-- uiMSKi.r conducted the first performance of his Symphonic 
Poem in PW at a concert of the Moscow Philharmonic. Its American premiere 
occurred at a concert of the Theodore Thomas Orchestra in Chicago on Dec, 3, 

vm. 

Bbcklin’s famous picture was painted in 1880, though it was not till the 
summer of PW that Rachmaninoff saw it in Paris and resolved on the spot to 
suggest its macabre moods and implications in music. Of the painting itself, 
Bck'klin had earlier written to a friend that “it must produce such an effect of 
stillness that any one would be frightened to hear a knock on the door.” Several 
other composers, among them Anders I fallen and Prince Joachim Albrecht of 
Prussia, have also attempted to translate the Swiss master’s picture into music. 

Bbeklins Totcnin<d was not wholly a creation of his imagination. There is 
evidence that the sight of the brooding Pouza Islands, which lie north of the 
Gulf of Naples, impressed him deeply, one in particular •* -the remaining hall 
of what had once been a volcanic peak. Philip Hale has written of the island 
as follows: 

'Phi* waves in the course of centuries shaped a little haven. Birds brought the seeds 
of cypress tiers, 'l‘he tiers in time shot up in the lodges. At last man came and made 
paths and hollowed chambers and threw up a rough wall as a protection against 
the waves. 

The island even then was as solemn as a pyramid. It was a hidden nook for the* 
dead that wished to he undisturbed. Bin 1dm expressed this rest of the dead in a 
place remote and forgotten by the world. The sea is still, there is no cry at bird, no 

fluttering, no voice, 
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The boat approaching the little lurhor of the OEttui with «•; umrtmjj t*lue^ 
cypresses and awful rocks is rowed noisvlesdv bs thr ten t nun, 1 w white anti 

figure near the coffin—is it some mourner or is it a priest? -A 

b , m 

Dedicated to Nicholas von Struve, K.k hiu.mv.u<t!N Stmphttme Poem jj 
scored for three flutes, piccolo, two oboes English h->m, H\,< t lat inets, ba® 
clarinet, two bassoons, double bassoon, 'i\ hotm, finer uumpe-s, three trom 
bones, tuba, kettledrums, bass drum, cvmlub, hasp, and .mu --.. 

Beginning slowly (Lento, A minor, S J<L she must* ponuptSv rvt>kt» 1 
somber mood through muted strings and Uv. pltsrtme p!na>,es in the harp 
Soon an undulating motive ap[ tears among dr *dr,< iiguvr o| the wateti 
murmuring lugubriously along the shotes ol the island. Lot St tins figure and 9 
theme first announced by horn rratr tlmutghotir thr vvotl, giving the eo^ 
position a kind of cyclic unity, i 

As the music gains momentum we hear flumes among the crllm, brrtun 
and wood winds suggesting the the Irar. win, St is almost ,1 leitmotif of ^ 
Rachmaninoffs music. Later a suing passage show, fni’b -i ita,«s «f the <>!<: 
hymn. Presently the lapping theme of the celt, o r, ba> L, as »!«*• « j again doss 
mournfully abtjut the Island of the Dead. 




Maurice Ravel 

born: cibgure, ba$$es-pyr£n£es, mar, 7 , 1875 , died: Paris, dec. 28 , 1937 . 

Riii'd s music has been compared to those formal French gardens In 
which the trees and shrubs are trimmed to precise shapes and the 
flowers laid out m well-ordered patterns . . . . Within the forms 
that he chose to cultivate, his inspiration seldom waned, his artistry 
never lost its consummate s\HL Even those who hold that there is 
too much artifice m his art must admit that he conceals this artifice 
with infinite grace ,— Gilbert Chase. 

"La Valse,” A Choreographic Poem 

A craftsman among craftsmen, a fastidious and tireless worker, a consummate 
scholar, Maurice Ravel found eloquent supporters early in his career. As the 
years went on, lie also found- and, very likely, not to his surprise—as many 
detractors. The latter coterie frothed and fulminated, as coteries will, along the 
various sectors of the drawing-room front: Ravel was a dilute Debussy, they 
averred; he was an imitator, rather than an originator; he was clever (at least, 
they granted him that) hut not. profound. In the meantime his music made 
splendid headway. 

Ravel confessed his debt to Debussy rather archly, one must say, “And if I 
have been influenced by Debussy, it, has been deliberately, knowing that I could 
leave him whenever I chose. In any event, never have I completely accepted his 
principles, and 1 believe that this should be plain to all.” However, he did pay 
supreme homage to ('habrier, as a source of Ravellian inspiration and style. 
Clubrier, he felt, was the origin from which all modern French music springs. 
Furthermore, lie claimed Kdgar Allan Poe as his mentor on musical technic, 
by way ol the essay on the genesis of a poem. 

Ravel recognized only one an, not several, in that music, painting, and 
liierature differ from one another only as regards means of expression. Develop¬ 
ing the thought fun tier, he envisioned not various kinds of artists, only various 
kinds of specialists. One of his excelling talents was his understanding of styles, 
and he delighted in transferring into his own idiom the essence of another. 
This is amply demonstrated in many of his works, the Sonatina, for instance*, 
and Le Him beau de Couperin, reflecting the eighteenth-century moods and 
musical manners; the Rapsmlie espagnole, the Rolero, Id He are espagnole, 
Al bo rad a del Clraeioso, all pointing to his extraordinary interest in the idiom 
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of Spain; and, last hut not least* U VJn\ win,h turn its mnatrial coarse 
through the humors and graces of \ mmcu* tmtsu . 

La Vdse, dedicated to the painter Mtsu Snr, wvn gtwn ns premiere at a 
Lamoureux Concert in Paris, tin Dee* 12* kO*• llwt punam,m* r suggested ty 
Raymond Schwab, “the atmosphere ut a i ouu iku\ *4 tin' N*o»nd Empire, at 
first a frenzy indistinctly sketched by dtr pm;a an ut double luwes, tbi 
transports sounding forth the full hvstcrw of an cm DC* 

According to the celebrated composer and ptatma \Uml * c aVlo Ravel kd 
some thought of a dance production tit mm*! when lie wo Hr An I J *,*% although 
no actual choreographic scheme had oeeuned to hum Hr fttHfrt rxptaim that 
the composition is in the form of' a lupiveh, of trim*; an opmut/ movement, 
u The Birth of the Waltz,” which “bctgm wish dad! tumms us m K/impli 
and from this chaos gradually takes loiitt the drwdopnuto ** 

A second movement is simply ihtbbril ’The WaV," and flir oak hiding ^ 
“The Apotheosis of the Walt/,2* 

The actual “argument,“ primed on the %oie» g;vo flu-* mtmm.mou, ^Whiri- 

ing clouds give glimpses, through nU\ *4' oaipV* w alum/. I ‘ho * l auk scatter 

little by little. One sees an immense lull propwd wrh usnhm, , mw*L The 
scene is gradually illuminated. The light of. liundehn > Shu sw n**xh foithstma, 
An Imperial Court, about IHS'I” 

Im Valse is scored for thru* flutes |mir mum b ou/ 2b* w*T j s Vo), mt 
oboes, English hunt, two clarinets, haw * Sanmu uw !**, .mwi *, JmihSr hissuort, 
four horns, three trumpets, titter ttomVnr*, d?o ad*, mu; on, adr dram, 
bass drum, tambourine, evnthaV usUMru, r mi mu, to mrV <t*Hates fin 
employed in this work the erotates mas hr drv W ,uVl rubais sStglttly 
thicker than the ones known as amujuc), two harp*, ,md n 

it tu i. 

"Rapsodic Espagnole** 

L Prelude a la mm, It, “Mala/trsu/ 1 III 11A ui * l\ luu 

Like Debt assy’s Iberia* Ravels mupiu hh oibtr - o* V. u, * ! mtptrwitfflt 

evoked by Spanish themes and t itwono, i.o'ai da an *m domr * . 4 or nite pisE 
cards reproducing landmarks m dtmiS, In mV ftumomu .osm Ravel »1 
Debussy both expected their tiitisic m *tr rjnia'rd 4 V do m N k If Ann** Hem* 
pathy and intuition, ratlier titan atuhttv, wrn ; 'Ur m.usw *haunch 

pursued by Henri Bergson in Ins tptrs? fu ?<■ Am 
When the “MaLtgurnV mas rnu*n| V H nm Emm; ^ the P.imtifi 
premiere of Mar* 1% MfS, a gullm rwflmvmr, 3 u u V S V du - ? * m mfitrml 
the patterre, shouted down to tbr ^oodiE u<% jc**pk 

belowl They have not under stood it fit 7hn lusr .vi /ss? m U o.H Id tsaif 
amended* lo understand it ngln2‘ jvanu \R} j ;ft ; J.-dn b, wt aiiflten 
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ity on French music, “the listener must be able to put himself into the same 
emotional mood as that which inspired the composer.” 

No doubt Ravel’s emotional mood stemmed in part from his having been 
born near the Spanish border and from his having a mother of Basque origin. 
The music of Spain and that of the Orient, to which it owed much, always 
fascinated this facile cosmopolite coolly scrutinizing all musical mediums and 
cultivating them at leisure. 

In the first of the Rapsodie's four movements—“Prelude a la nuit”—an 
atmosphere of warm languor and quiet is evoked through the use of an undu¬ 
lating figure first assigned to muted violins and violas and dominating the 
whole section. Clarinets and bassoons have a brilliant flurry at one place. 

Though the famous folk dance song of Malaga is nominally in 3/8 time, 
Ravel’s “Malaguena” is written in 3/4. The major theme, first given out by 
double basses, recurs for twenty-nine measures. Later the violins softly chant 
a theme in octaves; and after the whole orchestra asserts itself brilliantly, the 
English horn discourses a plaintive theme, supported by harp and viola figures. 
There is an echo of the undulating motive of the “Prelude.” Then the double 
basses are back wit ft the "Malaguena” theme. 

“The Malaguena may be heard to perfection in the Chinitas, the little popular 
cafes where the people congregate to listen to these sad and almost sullen folk 
tunes,” writes Mrs. Liebieh. “They are extraordinarily impressive by reason of 
their uncommon rhythm and startling alterations of fierce emotion and pro¬ 
found melancholy.” 

In 2/4 time, the next section is an enlargement of a Habanera for two pianos 
written by the French composer in 1865. Ravel’s rare delicacy and originality as 
orchestrator are evident throughout this movement, which grows largely out 
of a sheaf of thematic fragments. As a popular dance, the Habanera is often 
supposed to have reached Spain by a roundabout route taking in Africa and 
Cuba. 

“Hu* dancers stand opposite to each other and accompany their singing with 
indolent and alluring gestures,” explains Mrs. Liebieh, “The feet are scarcely 
lifted from the ground. The graceful movements of the dancers, the swaying 
of the arms and hips, the switch of the skirts and gliding of the feet are subtly 
evoked by Ravel’s daintily picturesque music.” 

The “I'Vria” movement, intended to evoke the wildly joyous commotion of 
a Spanish fair, is marked assez uni me (very lively), 6/8, Between the opening 
and closing sections, which are built on identical themes and patterns in re¬ 
sounding style, comes a slower section featuring a theme discoursed in turn by 
English horn and clarinet. An imposing fortissimo caps the finale. 

The ample scoring calls for two piccolos, two flutes, two oboes, English horn, 
two clarinets, bass clarinet, three bassoons, one sarrusophone, four horns, three 
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trumpets, three trombones, tub.t. kettle,iimns, km dn:;n. ■ tmiuU,, 
triangle, tambourine, gong, xylophone, selrsf.’, .usd tst * 1 h„sp<, 


"Ma Mere I’oye” (“Mother (iffse”!, f ive t InUren’fPij 

I, ‘Tavane of the Sleeping Ur,mu." II ''if a. ii,- " lit, 

One, Empress of tlve Pagodas," l\ . " i !<<* t a <(.■ ■>:. >>i Hs’auty ant 
Roast.’’ V. ‘"Hie hairy Garden.” 

Ravel originally wrote Mu Star fmr ut ‘ w, ,4 p ; »•„, 

hands, intending them for the plcaon,' *4 Mum and | , the gtfed ^ 

children of his friends the Godchskn. When st; " v 5 , i ptibltt, % 

Salk Gaveau, Paris, on Apr. Ji>, Pdk ‘do- ;•> -’f t.- ( v. p, ttn chilf 

Christine Verger, six, and Get manic 1 hn 

An orchestral version, prepared the toil- woo, v o 'ulbr pr«a|ue 

was first heard at the Theatre des Aits. P--‘.s, ,-n ], . , * ■’, JOw| »!m< 

special introiluction, lhm>c mart, ft urns, the s -o y On l| 

of that, year, the ballet suite Site tuns-'’ ,-u us .m program 

New York Symphony concert in Aeolian l tall. j 

Among Ravel’s other composition* in a •. : <,-}•. *k*n arrai 

for orchestra are Pavunr pour uric tnt ivt? o •<,. , •,/■! Ma,j< hu, 

Ij.’ Tombeatt dc Caupemi, W hen tin* :-<■(. h t. ; . » h . > ie f i . » S/.i Stmt 

was printed in 1‘df), it earned a ,Wdi,ao-nt G-- td • , hd !.va, . 

The orchestral scoring mils i>a ’■ a ■ Gar,, ;y, , ) o^dnhli 

two clarinets, two bassoons, double has,o< > s, , is. y , ' i *• mu>, h,m ,!i 

cymbals, triangle, tarn tarn, /<*« de fio;”o*< j• G f G>tw, mlmM, t 
and strings. The five pines 

I. “Pavatic de la belle ait hoe, dotm.ou" fiV, G- G ryitt,! IV.iUI 

The second flute gives out the fiwtrr, v«.G ,i ■ mv,- ■!,. Gl, kmtght t| 
muted horn and violas. Tfie uiovenKtit, ■ G, ■>, ,...., , ^ 

Lent, A minor, 4 4, and suggests site sob-,;,:,, ;; d • *G* -t Hand's h 

known Pavane. 

II. “Petit Puueet” (“Tom Thumb"j. Ka.-l .'•/o.d.. - ■•,v 

quotation from one of the fatuous Cmv, ,.V t i,fvnjnk: 

Ix-lieved he would easily find Ins ss as i-.,. k '* i--.fi ■. i , , : ,•! .jorndu, w 

he had scanned as hr |msso{ .Oftiy; ho* •. 3,,. n •>•/....■• *u,d-! tt,4 til 

single crumb, for the birds had tome and m'o; Gs-m ny 

The scene is cleverly j«iit»nr«| m d-r t-astv , -* yh, 4 ^ ■ ‘ 1 *' ^ ‘ 
wavering muted ?»triiig^* inraii* h* ^*tii^rt f *V y \ >w/.i \>% 
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Thumb, Further realism is added in the middle section with suggestions of 
birds chirping and chattering, 

III. “Laideronnette, Imperatrice des pagodas” (“Little Ugly One, Empress 
of the Pagodas ) derives from Marie Catherine d’Aulnoy’s story Le Serpentin 
vert (7 he Green Serpent) , from which the following quotation is given: “She 
undressed and entered the bath. Immediately the pagodas, male and female, 
began to sing and to play on various instruments. Some had theorbos , or lutes, 
made of walnut shells, others viols made of almond shells. For they were obliged 
to use instruments proportionate to their shapes and sizes.” 

Laideronnette, formerly a princess, had been rendered ugly by a wicked 
witch. Ashamed to show hersell, she hid in a faraway castle. While walking 
in the forest one day, she met a huge green serpent, who consoled her by 
divulging that he too had been handsome once. The same evil witch had cursed 
him with ugliness. Later the spell was broken and the two were married. 
On one oi, their adventures, Laideronnette and the green serpent come to a 
country of living pagodas, made of porcelain, crystal, diamonds, and emeralds. 

The movement is in march time and full of iridescent, effects of magic and 
fantasy, especially in the section depicting the pagodas. A vast battery of 
pulsatile?* goes into action in the eerie sequences. 

IV. “Les Lmmiens de la belle et de la bite” (“The Conversations of Beauty 
and the Beast”)* The prefatory quotations used for this section come from a 
story by Jeanne Marie Leprince de Beaumont: 

“When I think how kind hearted you are, you don't seem so ugly.” 

“Yes, it is true, I have a kind heart. Still, I am a beast.” 

“Many men are more beastly than you.” 

“If I were witty I would think up a fine compliment by way of thanks, but l am 

only a beast.” 

“Beauty, will you be toy wife?” 

“No, Beast I” 

“I die happy because I have had the pleasure of seeing you again.” 

“No, my dear Beast, you shall not die. You shall live to be my husband!” 

The Beast vanished and at her feet she saw a prince as beautiful as the Cod of 
Love. The Prince thanked her for breaking the spell laid upon him. 

'Plus my! ion (F major, 4/4) is marked mouvement de mdse tres mod ere. 
At the beginning a solo clarinet conveys Beauty's part of the conversation, a 
double bassoon being, spokesman for the Beast. Beauty's voice later shifts to 
solo flute ami solo oboe. After the transformation hack to normal guise, Beauty 
becomes a solo vtukn and the Beast a solo cello. A clash of cymbals announces 
the end of the wicked witch’# spell. 

V. “Lr Jardirt iecruptc” (“The Fairy Garden”). Marked Lent et grave, 
C major, L4, this section tells of Sleeping Beauty's awakening by Prince 
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Charming. The celesta is assigned the role of depi, nng the etnlw j. r j 
as she slowly opens her eyes in the stttt flooded tomtit, A jnv.uts t. 
at the end as other storybook charactets gatiin about bet and the ( j Wtt j : 
gives the happy pair her blessings. 


Suite for Orchestra, "Le Tomlvau tie < ouperin” {^The 
Grave of Couperin*’) 

L Prelude. IL Forlaru\ 1IL Mriturt, IV, 

Tins Sernt is a kind of memorial wreath {dated In ,» modem Idemh eUaew 
on the tomb of a reveretl predecessor. t'Seailv Ravel *.h or,! with t mjirrin tke 
passion for grace and lucidity, so long a ttuik oi shr Ftrtuh t» adit ton. WtfboM 
slavish imitation, he sought here to evoke tit-' . -•mtk not Id ,,p Cttujtcfin, 
Perhaps his aim, too, was to show that Cuttpetm, aiiet a!!, m,i. the titst of ffe 
moderns. In any case, the title should not mislead »•., As I’bsbp Hale tetturbl, 
“the fantastical title was proluhlv mvrmed to ,>.-vr fhr idea, that dir Ktitte was 
in the ancient manner, aftet the matmei «4 die gov* wnrei j,,r the dtvrtttt, 
whose exquisite music is still modern,” 

Like so many other orchestral soars, Lr T>mfr.iu Jr C>>upm*) Irgan at i 
Suite for piano. Ravel set to work mt ti in July, I'd I, Hut ..,,,0 *!„- lalftoartm 
forced him to abandon music for smbr m tin- boa Wot I*! Wat, Bor three 
years Ravel drove motor Ionics, till he. braids g.su om ,»*»d hr i minted t« 
civilian life. Resuming work on hi*. Suite, he o.iupln d the pom., version in 
November, 1917. With the shattering rsprtn-tnr. «<f do- n « tievft in he. mind, 
he now dedicated each of the original sis v-mom m , ,,tat who bad fafe 
in battle. The various sections were m,tiled .md drdi.aud mik-ws; 

I. Prelude (Vtf, 12,10} 'To die iirtnoty *,! lame }., ,|o-. ■. i kadot,” 

II. Fugue (Allegro niotlerato, -I *1} ' 1 «> lb" m-'inot>, < i ‘V.oud l aeitt, [can 

Cruppi.” 

III. J-orlane (Allegretto, 0, S) "To the tiirta,*;* of j.j-su i ,.,(»«•! } Mm ” 

IV. Rigaialon (Assez vii, 2. -1} ‘To tie* ».,«».,() I Vo,- ,;«*.! | W tamW 

V. Mcnuri (Allegro modruto, < i, 'To »},-■ , «, f |,, w |g 

VI. Toceato (Vtl, 2 d) ‘To the f.inm.n ot t .ga f...-,.f- Mohave," 

Shortly after publication the piano suite, Rami ...• ».,•» ‘ 

or small orchestra, omitting dir Fugue .md , , t * j J ,;,ho-arul wr» 

moil calls for two nvo <4t»ch i^nr Smju;-V/V vu'S t,n^ir4i 

two clarinets,^ two bassoons, two bout., tur.- faiwj hop, .,n 5 aung, Hub 
arranged, U Tamtam Jr Cm firm wav bra pm-.mi ! ,* .» l'„.,du ..tpuitttm 
in laris on Feb. 2H, FOR. Rhrnr llamti wtdu.trd S' .... MmOr.-n W the 
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erican premiere of the Suite at a concert of the Boston Symphony Orchestra 
following Nov. 20. 

he Forlane which constitutes the second section of the orchestral suite 
vs its name from an old Italian dance highly popular with the Venetian 
doliers, who were said to dance it in pairs, using arm motions involved in 
ing. Together with numerous other Italian dances, the forlane found its 
into France toward the end of the sixteenth century. Rameau and Bach 
l used it in their works, and a forlane occurs at the end of the first act of 
chielli’s opera, La Gioconda. Spelled “forlana” or “furlana” in Italian, the 
:e was once thought to have originated in Friula, probably because the 
)le of that region were known as Furlanu 

he Rigaudon section is based on a dance widely regarded as Provencal in 
in, though this has been disputed. In his Dictionary of Music, Rousseau 
meed the theory, on the word of a dancing master whom he knew, that the 
i derived from the name of Rigaud, the alleged inventor of the dance who 
)osedly held forth at Marseilles. Among French variants of “rigaudon” are 
idon,” “rigodoun,” and “rigaud.” English composers of the seventeenth and 
teenth centuries adopted it as “rigadoon.” 


Daphnis et Chloe”: Ballet in One Act—Orchestral 
Excerpts 

J^iite No. 1: “Nocturne,” “Interlude,” “Warlike Dance.” Suite No. 2: 

“Daybreak,” “Pantomime,”’ “General Dance.” ' 

er founding the Ballets Russes in 1909, Serge Diaghileff went about collect- 
some of the greatest talents in the many-mansioned world of art. Painters 
Bakst, Picasso, Derain, and Matisse were enrolled for scenery and costumes, 
dnsky, Debussy, de Falla, Ravel, Prokofieff, Poulenc, and Milhaud in time 
>ined the composers’ wing. Of course in the dazzling array of dancers were 
lous creatures like Nijinsky and Pavlova, and at the choreographic end was 
Lei Fokine, who doubled at authorship and dancing. Through the Ballets 
es vital new ideas were to find vivid expression and gain wider currency, 
iring the troupe’s first season in Paris, Diaghileff heard music by the young 
)oser Maurice Ravel and, being struck by its strong rhythmic basis and 
ant colors, kept the name for future reference. Early in 1910, Fokine pre- 
1 a scenario founded bn the early Greek romance of Longus, Daphnis and 
e. Diaghileff at once approached Ravel as the composer best equipped to 
le the legendary theme. Ravel accepted eagerly. Subject, period, and mood 
aled strongly to him, though both Fokine’s revision of the Longus fable 
Bakst’s Oriental scenic plans made him wince. In the words of Madeleine 
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Goss, Ravel “saw the Greek legend of Daphnis and Chloe in ;l typically 
eighteenth-century atmosphere of Watteau shepherdesses . . . while Bakst 
planned the stage settings in a complete antithesis of hold and gorgeous Oriental 
coloring.” The disputants somehow compromised, though the stage was set for 
future discord in the Diaghileff community. 

In March, 1910, his friends the Godebskis invited him to their villa at Valvins 
Ravel went. Undisturbed by the visits of friends and colleagues, lie promptly 
set to work. The surroundings were ideal fur composing music to accompany 
a pastoral legend. How much of the bracing outdoor fteshuess found its way 
into his music is idle speculation. Certainly a modern Lougus would not have 
to go far into the Fontainebleau forest to find material lot a new legend. In her 
book on Ravel, Miss Goss tells how the Seine overflowed its hanks one day 
while Ravel was composing in his room. The water rose to the door of the 
Godebski villa. Unaware of the flood. Ravel quietly went on wot king. Finally 
some inends, fearing that he might he man lotted or wotsr, hastened to his* 
rescue. I hey found him at the piano, serenely oblivious of the outer world. The 
flood waters were already buckling the floor of the living rmit, 

Always a meticulous workman, Ravel toiled unsparingly over every detail of 
the score. Nothing short of supreme finish and absolute pa few inn of design 
and detail would satisfy him. lie revised, edited, and modified repeatedly. 
Ihe “Bacchanale” section alone is said to have taken almost ,i year. At length' 
the music was published and ready for Diaghiletf. The ptemirte wan set fw 
June. Trouble was soon brewing again in the Diaghiletf company. Complaints 
were made that not enough time was being allowed for ichr.trs.ds of the new 
ballet. Friction sharpened between Nijinsky and hokinr, said to have been 
mischievously incited by Diaghiletf himself. FH.i„ r even quit the rtot.pe fora 
time. Nijinsky’s own ideas about the role of Daphnis apparently Gashed with 
oancs, I hen Diaghilrff and Bakst futind eattsr hit tjitaijfltnjf m the scenic 
preparations. The chorus, culled for by the suor, struggled over Ravel’s word¬ 
less music. Io add to the catalogue of headaches, the tritl.v "> \ titvdim of the 
concluding section rutiled the temper, of the cor/., ,/e /.„•//,-r. U e. not surprising 
to read that the world premiere of lh[>hnh rt ChU' as a ballet was not a 
howling success, 

^ * hc <>i each suite contains a synopsis of rhr tic,ponding a. lion of the 

t >a . t *’ , lc ° (jw ing is 1 hiltp Hales translation ot the stotd, a,»onsttanyittg 
both Suites: * 


hirst .Suite: A little flame suddenly hums on the brad »4 »i,r a,,mrs, 

nymph comes to life and leaves her |r.k«4l. Orltm ,fcW. „« r mvnlnr. awl 
hegm a slow and mysterious dance. They see Dupf.tm, Irttd ovr, Io;*, „»d dry his 
atrs Keammatmg htn, and leading I** fhp ltukf mUilr f|| „ , 

Little by little the form of the j»w I av.mttf-* drlittitr dt.iir. 
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Daphnis kneels in supplication. All is dark. Behind the scenes voices are heard, 
Ear off at first. And now there is a dim light. The pirates’ camp is disclosed. There 
is a bold cast; the sea is in the background, with rocks to the right and left. A 
irireme is near the shore. Cypresses are here and there. 

The pirates, laden with booty, run to and fro. Torches are brought, which at last 
:hrow a strong light on the stage. 

Second Suite: No sound but the murmur of rivulets fed by the dew that trickles 
:rom the rocks. Daphnis lies stretched before the grotto of the nymphs. Little by 
ittle the day dawns. The songs of birds are heard. Afar off a shepherd leads his 
3ock. Another shepherd crosses the back of the stage. Herdsmen enter, seeking 
Daphnis and Chloe. They find Daphnis and awaken him. In anguish he looks about 
:or Chloe. She at last appears, encircled by shepherdesses. The two rush into each 
>ther s arms. Daphnis observes Chloe’s crown. His dream was a prophetic vision: 
.he intervention of Pan is manifest. The old shepherd Lammon explains that Pan 
:aved Chloe, in remembrance of the nymph, Syrinx, whom the god loved. 

Daphnis and Chloe mime the story of Pan and Syrinx. Chloe impersonates the 
mung nymph wandering over the meadow. Daphnis as Pan appears and declares 
lis love for her. The nymph repulses him; the god becomes more insistent. She dis- 
tppears among the reeds. In desperation he plucks some stalks, fashions a flute, and 
>n it plays a melancholy tune. Chloe comes out and imitates by her dance the accents 
)f the flute. 

The dance grows more and more animated. In mad whirlings, Chloe falls into 
he arms of Daphnis. Before the altar of the nymphs he swears on two sheep his 
Idelity. Young girls enter; they are dressed as Bacchantes and shake their tam- 
)ourines. Daphnis and Chloe embrace tenderly. A group of young men come on 
he stage. 

Joyous tumult. A general dance. Daphnis and Chloe. 

I~B. 


"Bolero” 

.da Rubinstein, the noted mime, dancer, and actress, commissioned Ravel to 
vrite a piece of music for a dance pantomime with a Spanish setting. The 
mtcome was Ravel’s most spectacular work: Bolero . 

With Mme. Rubinstein as the tantalizing dancer who enacts the bolero on a 
able top in a Spanish inn, the novelty was produced at the Paris Opera on 
vTov. 22, 1928. The action of the dance involved a relentlessly worked up 
rescendo of passion. The men gathered in the public room of the inn eye the 
lancer fixedly. As her movements grow more animated, their excitement 
nounts. They beat out an obbligato with their hands and pound their heels, 
^.t the peak of the crescendo, where the key abruptly shifts from C major to 
l major, the sharpening tension snaps. Knives are drawn, and there is a wild 
avern brawl. 
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Ravel said to the critic M. IX Cnlvocoresri: 

I am particularly desirous that there should he no mKundrisundmg about thij 
work. It constitutes an experiment in a very special and hunted \hu\tum and should 
not be suspected of aiming at achieving anything dttfeimi man or anything more 
than it actually does achieve. 

Before its first performance i issued a wanting to the ntnf that wlut I had 
written was a piece lasting seventeen minutes and tot earring wholh of "orchestra! 
tissue without music”—*-of' one long, very gradual * iv\% rtnlo. ! hnr are tto contrast), 
there is practically no invention except the plan am! fir maunct uf the execution, 
. . . I have carried out exactly what I intended, and it is lor hwrnm to take k or 
leave it. 

Staged widely in Europe and America, iWrrn was titm per formed in this 
country as a concert number at a conceit in Cacnrgiu 11 .ill H fhr Philharmonic* 
Symphony, Arturo Toscanini conducted. The date was Nov, 1*1, HIT Tie 
audience was scarcely prepared for the vernation, Few of thr musicians sits* 
pectcd at rehearsal that they were working on a bmitlohdl Thr Hirer on the 
Carnegie Hall audience was almost unprecedented, Even aiao joined in the 
frantic storm of applause, ‘if it had Iren fir Atone ,m » oman to trjrat i 
number at a symphonic concert A said lifts Sanborn, ’’liWro-i would wttetv Inn 
been encored, even at the risk of mass wmlagr o| thr urn vrd‘* Sanborn, 
ordinarily a sedate observer, himself joined thr Aiming thong, He wrote: 

For the prime object of Ihkm mushallv is thr cirafnai n ummis tension, A 
two limlied melody of Spanish character, tinned tua Sw the ilwr, 4i r t the drum 
has given out the rhythm, is reiterated !u»Io maitmmw and unmuurnh lit 
groups while the volume oi sound increases steadth, tnrnedT Whni tr verms tint 
human nerves can endure no mom, the low duff wuh rH mifom at dynamite. 

This Philharmonic-Symphony debut made /iWrm an Atone an w-mr, 

Lh 

ff Pian<> Concerto for the Left I LttuP* 

Althoooii the Parisian premicies oj RavcTs twn gMim » 1 an n ** were srnaratol 
by a year one occurring on fan, H, H 11, dir i,thn am fain ! A rlir work* 
were "conceived ami realized Mmuluuroudv/’ w^adrng m dm , uiiipuariA tm 
admission, Actually^ the work! pi rutin r »«f dir < h md -oinsi ^itnr finl| 
eight days after the first pertormaine mi fan n H e-* wa" b md turn m VkiMU 

Apparently RavePs original idea wav to wtor a an w? .* w,.aid ft^irtif 
America, the first visit having proved timrnpi mu J R fFni d dor work fat 
leading American orchestras, wuh Imrnrif ,w '. M fwm lu rH mala cf hit 
plans he was approached one day by Pan! \\ nm;rum-m, ,m \u m tan pwntil 
Mr. Wittgenstein had only a left aim, having low w J?* m 'T f tra W«tfl?l 
V^at* He asked Ravel to write a lottmm h a bon, * -da Tta w, / > ai, rv4utii 
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Already Richard Strauss, Erich Korngold, Franz Schmidt, and Serge Frokofieff 
had armed Mr. Wittgenstein with special scores. Ravel agreed and promptly 
set to work on both concertos. 

A slightly different version of the twin birth is that Ravel concentrated first 
on his original plans. Then ideas and thoughts began to take shape which 
somehow did not quite fit into the scheme. Recalling Mr. Wittgenstein’s re¬ 
quest, he found the place for them in the Concerto for Left Hand alone. When 
published in 1931, the Concerto was virtually deeded to the one-armed pianist 
as his ‘'exclusive property.” It is said conflict arose between pianist and com¬ 
poser when the former repeatedly altered passages to suit his style. Previously 
they had debated long and anxiously over the score, Mr. Wittgenstein com¬ 
plaining about difficulties, Ravel “steadfastly refusing to alter a single note.” 
According to Madeleine Cross, in her book on Ravel, the composer, In despair 
over the “unpardonable liberties” Mr. Wittgenstein was taking in performing 
the work, “looked about for someone to play the Concerto as he himself wished 
it performed/' He evidently found “an able and sympathetic interpreter” in 
Jacques Pcvrier, the son of a Conservatory colleague of his student days. Ravel 
proceeded to coach the younger Pcvrier. When the work was introduced to 
America at concerts of the Boston Symphony Orchestra on Nov. 9 and 10, 1934, 
Mr. Wittgenstein was the soloist, as lie had been in Paris, London, Vienna, and 
Berlin. 

On the subject of his composing the concertos jointly Ravel expressed himself 
as follows: 

It was an interesting experiment to conceive and to realize simultaneously the two 
concertos. The first ... is a concerto in the most exact sense of the term and is 
written in the spirit of Mozart and Saint-Saens. ... It includes some elements 
bon owed from jazz, hut only in moderation. The Concerto for the Left I land alone 
is of a rather different character and in one movement; only, with many jazz effects, 
and the writing is not so simple. In a work of this kind it is essential to create the 
effect not of light, delicate texture, hut of a score written for both hands. 

According to Henry Prunieres, who hailed the Concerto as “an authentic 
work destined to live/’ the Concerto discloses “what Ravel had implacably 
banished from the other” sentiment. “And sentiment,” lie asserts, “has taken 
its revenge for this long exile; it lights up the work magnificently and some¬ 
times almost romantically. Those who have never understood that sentiment is 
always in abeyance in Ravel . . , were astounded to see him, for once, baring 
his soul/’ He observed that in certain places in the Concent) “there seem to he 
at least two hands at work, and sometimes it sounds like four.” 

The work is scored for three flutes, piccolo, two oboes, English horn, two 
clarinets, E flat clarinet, bass clarinet, two bassoons, contrahassoon, four horns, 
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three trumpets, three trombones, uih.t, triangle, random in, v vmluls, jam, 
drum, wood block, tam-tam, tyinpuni, harp, p:an.,, a;id 8 • 

The Omcerto entered the I’hillunnom,. Svmphmn tn-nmtv ,, :i Mar, 17 
1938, when Robeit Ca.sadesus, a close friend and .on. v t t R.nvi, was .t!«)the 
soloist. 

LI. 5 


"Tzigane,” Rhapsody for Violin and Ot chest ra 

At the time of its premiere in London m lOh Re r*<!,;.■ hit-; vuiiiumj niece 
in frank gypsy thythms was suspected in the L-n. <» Dmc, , mv ,.f lieiitg ^ 
“parody of the Liszt lluhay Brahms jo.uhim h.>.<! ot I >,,<!>,■,» ooSin mu- 
sic.” Of course no such sat tie was intended os, a,! I ’ , (V ,, Uj ,t j, v j^ Vf j 

though a U'in of sardonic st.phisueatiost i ttny fhtom.h a -,;v ■< .!,■ ■! - .f nn(ji f 
Im I’ttfst’ has been interpreted bv some as a , Vv,- tljn- a a* *h • hhd Wtnjcse 
waltz, and even Hithrn is supposed to mad. a tie*, Is,-:* m m, Ym, >|, c f (W | f 
rhapsodic style of Tzigane, its btoad md-de a. ttn Ju-.h-d toon.-so j-htier, 
besides what Herbert Amcliife railed its “la. 1, ot , - at-, mu-avrule rwt 
any satiric angle, 

Tzigane was part of a program deleted m R ivrid w- ;; f ,■ ,rni,-,| m L„ m |„ n 
on Apr. 26, 1924. Ravel was still working <*n a ;!t »> a u t f \. Iw-tore tlte 
concert. The soloist was to be Yrlh d' \t <m:, tie- ILm ■ sndtiM -4 attti 
grandniece of Joseph Joachim. The uttiijtosHt,-u r. de-saar-d » . her. It «tms 
that Miss dAranyi had no mote than tw...a 'ho'e d ,%, hi nIn, It s> master titc j 
works technical hazards. Alter her balls.tm tendertti", » t ,cm-a., Ravel paid 
her a highly flattering compliment: “it I lad U.wu, 1 Amdd hmr made the 
music still more diflicnlt. I thought I had written - onjedung vn v diHiitilt, Itut 
you have proved the contrary." 

Ravel appears to have first designed the a.. Mtstp-imm.-m t, .j tl tr htthM, 
described as "rather an attachment to a ptarn. that* a mm.-. 4 mznimrnt/’Tltc 
hit heal, adjusted inside the ptatto, tan hr r.-ub.m,? t.» im, „ 4, h.op, .rie-aa, and 
“overtone” effects. Later Ravel so .ted the a. .omnarnmne sm.dl ouhrm 

Samuel Dushkin played the work in Boev n» (hi. 1 s DA, .»? a coineft of 
the StKdAe Musieale Indejicnd.mrr. and ,. it Dr,. 7, [l,,.;, wMmt-.t, A».W | 

o a i, was the soloist at, the Atnrt j« an pirtnirtv-, wh; h p!,t< r m Aeolian 
Hall, New York, at a concert of the Immi.motuf < Amy,<-.,~m* t ; m M. I 

, 1 t'U.th, who had studied l .vganr whit the nanpon, l.e-i .• 'momnnatril his I 
impressions of the music along with RtvelY alb-Wd ta-ot-oira "K .vrfs i.t« | 
was to represent a gypsy serenading with all tire r\<j.n .Hyne <- ,4” his firrv I 
temperament and all the good ;«„! |».«l t.e-te hi, h-ihims 1 ,,n»r real w j 
imaginary beauty. ... In the v»!«* part, not mtl* -on., hr«nn tr. imkal { 

cilcct f>ct*n used, hit? K*m*l ha** invnirrd urw- 
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he French critic and musicologist Henry Prunieres cautioned listeners 
nst attaching “greater importance to the work than the composer himself 
done,” conceding, however, that “admiration for the superhuman ingenuity 
he skill displayed in contriving it was quite in order.” 


L.B. 





Ottorino Respighi 

born: ROMK8NA, jrt.Y U, 1H7M, IUSIU UNI. |H, l^fi. 

Here is an elegant way of writing, m she wtue *a the * hetww of 
mother Jay; a beautiful harmmnmg: a * plena),; method u* on ha* 
tration; and with these is a desire to be agnvablr, u * ,7 mannered^ 
and respectable at all costs,’- M Ciatt*. 

Symphonic Poem, "The Fountains of Rome" 

Comi'oski) in M6, Respighi’s tribute to Koines fountain. was iii\t [terfomn! 
in Rome on Feb. It), FHH, under the dun tton of Attain Tns, .mini. The concert 
was part of a series organized tor the iieticiii .4 .mis*-. disabled t» she {%« 
World War. The audience received it watmlv, .tin! uiim b.uln! Respighi 1 * 
mastery of orchestntl color. After the pet tut main r Mr, Tt is, .tttnu was retailed 
several times. 

The American premiere occurred at a concert of the Wsv Yotk FhiiharitKinie 
Society on Feb, IS, l 1 )}'). 'the score calls tot m-w time., ptuoln, two tibia, 
English horn, two clarinets, bass datinet, two bass, mu., tout boon, three trunj. 
j>ets, three tromlxtnes, tuba, kettledrums, triangle, ivihIm!-., belts, harps, celefli, 
piano, organ (ad libitum), and strings. i 

The fountains are specified as follows: (1) The Fountain ».t Valle (itultaat 
dawn; (2) The Triton Fountain in the murutug; { 5) 'I tie Fountain of Tr«i 
at midday; and (4) 1 he Villa Met hi i Fountain at sunset, An analysis of the 
music, apjtearing in the score in Italian, Ftemlt, and English, tints as fullowi: 

In tins symphonic poem the lomposcr has rttilritutr 1 to ^r,r csptrvaou to the ’ 
sentiments and vision suggested to him by tonr ot Rom,A ,‘omtune., .onieinplatrd 
.tt the hour in which their eharaiter ts most tu hitninas u;t?t the smiutiitiitttj; ; 
landscape, or in which their lieauty ap|tears most imp»i~.-u>,e t.. dtr ,,former, 

The first part of the poem, inspired by the Fount am ot \ .dir (utdta, depicts a 
pastoral landseapie; droves of cattle pass and di .appear in tic to-.!,, damp ttmtsof : 
the Roman dawn. 

A sudden loud and insistent blast ot hotns al***sc tid!v,a the whole ufihcstfJ 
introduces the second part, “The Tttton Foimi.mt," Ji :i ?A,- sanm , all, sunun# 
ing troops of naiads anti tritons, who totur tnmmi,; up put'-mu,; ra* t» otltet and , 
mingling in a frenzied dame between die pts *.f ssatrt. 

Next there appears a solemn theme, hot nr on the undid atom, ,4 the onltoua. 

It is Fountain of Trcvi at tttidday. The obmu then..-, 5 iu»n d r wood to die { 
brass instruments, assumes a ttiumphal »bata. in, | = )V i, , k dr M ,i M nt 
surface ot the water there passes Nejitnurs. Lutm, , ft awn b, , a in .>■; S UWol j 
by a train of sirens and tritons. The punwauit thru *,am-.i;r., wiu’r |.ui*t trump* *j 
blasts resound in die distance. 
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The fourth part, the Villa Medici Fountain, is announced by a sad theme, which 
rises above a subdued warbling. It is the nostalgic hour of sunset, the air is full of 
the sound of tolling bells, birds twittering, leaves rustling. Then all dies peacefully 
into the silence of the night. 

L. B. 

Symphonic Poem, "The Pines of Rome” 

Tins is the second ol three works comprising a Roman series. Each celebrates 
some aspect ol the Eternal City. I he first: was The Fountains of Rome, dated 
1116, and the thitd, Roman bestnnds, dated 1928. The present composition was 
written in D24, obtaining its premiere at the Augusteo, Rome, Dec. 14, of the 
same year, under the direction of: Bernardino Molinari, Its first performance in 
America occurred at a concert of the New York Philharmonic Society in 
Carnegie I tall on Jan. 14, D26, with Arturo Toscanini to conduct. 

On the day alter its American premiere Respighi himself conducted the piece 
in Philadelphia at a concert of the Philadelphia Orchestra. The program on 
that occasion carried the following explanation, written by the composer: 

While in his preceding work, The Fountains of Rome, the composer sought to 
reproduce by means of tone an impression of nature, in The Pines of Rome he uses 
nature as a point of departure, in order to recall memories and visions. The century- 
old trees whit, h dominate so characteristically the Roman landscape become testi¬ 
mony for the principal events in Roman life. 

1 he Pints of Rome consists of four connected sections, whose description is 
printed as a preface to the score: 

1. “The Pines of Villa Borghcse” (Allegretto vivace, 2/8). Children arc at play 
in the pine grove of the Villa Borghese, dancing the Italian equivalent of “Ring 
around a Rosy”; mimicking marching soldiers and battles; twittering and shrieking 
like swallows at evening; and they disappear. Suddenly the scene changes to — 

2. " 1 he Pines near a Catacomb” (Lento, 4/4; beginning with muted anti divided 
strings, muted horns, />). We see the shadows of the pines, which overhang the 
entrance of a catacomb. From the depths rises a chant which reechoes solemnly, like 
a hymn, and is then mysteriously silenced. 

E " 1 he Pines of the Janiculum 1 2 * 4 ’ (Lento, 4/4; piano cadenza; clarinet solo). 

I here is a thrill in the air. The full moon reveals the profile of the pines of 
(iianieolo s Hill. A nightingale sings (represented by a gramophone record of a 
nightingale song, heard from the orchestra). 

4. “ The Pines of the Appian Way” (Tempo di marcia). Misty dawn on the 
Appian Way. 'Hie tragic country is guarded by solitary pines. Indistinctly, inces¬ 
santly, the rhythm of innumerable steps. To the poet’s phantasy appears a vision of 
past glories; trumpets blare, and the army of the Consul advances brilliantly in the 
grandeur ol a newly risen sun toward the Sacred Way, mounting in triumph the 
Capitoline I till. 

JL C, B* 






Silvestre Rev licit as 


BORN; SANTIAGO* PAPAKQt"IAR* MWI’*; OI* Mr \\ ■ >, fifc,, 5^ , 

m i-.KHAi nn» p.'v, s mm* 

Remelhis teas the oofmc/ it?/ * ? , ickme 

music Wits cdmjui, picture nfth\ und ^,e,, io *a i , a v,;i ( 


"Janitzio” 

Onk or the most promising of Western fEno •Ct*-!-" . ,.mo, V js w->s Sitmtu 
Revueltas whose career was cut shoit i*v A-.C*. m \ \ ■>. , .i fl *,b|v 

musician, he had studied violin at Cuhma, M'ri ...■'*.«-a m-, , f;! sr.t\i trjtsiit'i 

at the Institute of Juarez tie Iweb Km ahum t e Cit^jt 

Saint Edward College, Austin, Tcv, and wait ''imer,;; Ilomwii k 
Chicago. 

Aftet a number of violin reufals 111 hi. ua<c.,- ,, ! - -eu.-.! totW, | 

to take up further work with kotlutvAt and v *n *. J }■• e : < C ,„ m 4 .,A 
ances in joint recitals with Cat 1 ms Chase,', hA • ;,,, s«|*nJU 

became in the conduetorslup «»f thr nii|u<-e.i Smt.-r ,;, A- M-v,,,, ,n it»r same 
time holding the post of professm m vtoi«» ,e t d 1) |lf i| (l . 

servatorio dc Musica. In I‘HS he traveled tht.v.gh I- in. 
his {sermanent ttliode in Mexico City, whrtr le* A"'.- k '~'? Cm ,,-b rs,hmvttlvto i 
composing. _ ■ 

His musk, it has been said, is Hose to the *i.■;j, II Si . <•"i• d■ • t 1 native dattiti' 
rhythins wherever possible and, while In* Iii.rio . ■mr n I StiUiself tetb S 
use of actual folk melodics,Ins tunes has*- As* .{ „ ri V > ,w ’ m ...1, ^ 

Mexican. The composer has ptrlrtird ,-,'MUv, he. a ■, tr« aead *4 th 

usual opus numbers, explaining, hnursn, *h ,* b •. ' c ,>,r ($,. 

merely literary themes," the titles having . .. A- ; xm L ;t«f 

Janitzfo was inspired by the simple heatmr,. • .... • „v, ? 

till I. i!a IlitIClUa j 

whose .sole inhahiiams are ii^iirr fttiL f h* Im , w;; a c , , -, hr ,o a! 
tioits* ballet^ music for films % *cvrt a! si me, (J ; -m, •' ?..!;?i j*om 

songs, aiul ocher muubcis tr*m T? i :a / < aSiaoac * ui J 

by the Pittsburgh Symphony iiuJri i-ns^ iPamo ” ! 















Wallingford Riegger 

BORN: ALBANY, GA., APR. 29, 1885. 

Dancers, not having studied harmony, are not prejudiced against the 
“modern” idiom, so from that standpoint 1 have enjoyed wording 
with them, and have developed a great versatility of style. The recent 
change of outloo\ on the part of American dancers-—originating with 
Martha Graham, about 1930 —is extremely important for the com¬ 
poser. . . . Inasmuch as the Modern Dance is not stylized but 
much more organic than the ballet, no set piece of music will do. The 
composer watches the dance, endeavors to catch the mood, and notes 
down the rhythmic design. To create within such a straitjac\et 
taxes one's ingenuity. Fortunately, the dancer is willing to ma\e a 
concession now and then .— Wallingford Riegger. 


Finale from “New Dance” 

Aware of the special importance of rhythm in modem music, Mr. Riegger, 
borrowing a leaf from the Latin Americans, has made considerable use of the 
Conga beats in his composition. New Dance was originally written as accom¬ 
paniment music for a dance creation of Doris Humphrey’s—in a four-hand 
piano arrangement. Later the composer recast his work for two pianos, in which 
form it was introducted at a Carnegie Hall recital by Pierre Luboshotz and 
Genia Nemenoff. He then orchestrated the Finale of the piece, and it was 
introduced by Mr. Reiner and the Pittsburgh Symphony at a concert given in 
the Syria Mosque, Pittsburgh, on Jan. 30, 1942. It has been performed by several 
orchestras since then. 

Wallingford Riegger studied at the Institute of Musical Art in New York 
City and at the Hochschule in Berlin. Possessor of a Doctor of Music degree 
from the Cincinnati Conservatory of Music, he has taught at Drake University, 
the Ithaca Conservatory, and the Institute of Musical Art, besides privately. 
Among his orchestral works are an American Polonaise in triple jazz, a Rhap¬ 
sody, a Fantasy and Fugue, and a Lyric Suite. His chamber orchestra pieces 
include a Study in Sonority and Dichotomy, while other chamber music of his 
embraces several quartets, trios, and further works. 

The modern dance has been a fertile source and medium of Riegger’s in¬ 
spiration. Besides Doris Humphrey, he has written provocative scores for 
Martha Graham, Hanya Holm, and Tamiris. 

R.C.B. 
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Nicholas Rimsky-Korsakoff 

BORN: TIKHVIN, GOVERNMENT OF NOVGOROD, MAR. 18 , 1844 . DIED: ST. PETERSBURG, 

JUNE 21 , 1908 . 

The fol\ song, the Orient, and the sea were the three influences or 
inspirations which pursued Rims^y-Korsa^off throughout his career, 
and he never got very far away from any of them. . . . He turned 
everything in his life to artistic account: his early life at sea, his trips 
to the Crimea, his summer vacations, when he noted down fol\ and 
bird songs. He was always seduced by the picturesque and the 
exotic. He might be called, indeed, a musical Eurasian .— Carl van 
Vechten. 



"Capriccio Espagnole/ 5 Op. 34 

First planned as “a virtuoso violin fantasy on Spanish themes,” this work was 
revised and given final shape as the Capriccio Espagnole early in 1887, the pre¬ 
miere occurring in St. Petersburg on Oct. 31, with Rimsky-Korsakoff conduct¬ 
ing. The Capriccio was “to glitter with dazzling orchestral color, and, manifestly, 
I had not been wrong,” writes the composer, with engaging candor, in his 
memoirs. Few composers, in fact, have written with such frank self-appraisal 
as shown by Rimsky-Korsakoff in the pages devoted to his Capriccio. To quote 
him: 


The opinion formed by both critics and the public, that the Capriccio is a 
magnificently orchestrated piece, is wrong. The Capriccio is a brilliant composition 
for the orchestra. The change of timbres, the felicitous choice of melodic designs 
and figuration patterns, exactly suiting each kind of instrument, brief virtuoso 
cadenzas for instruments solo, the rhythm of the percussion instruments, etc., consti¬ 
tute here the very essence of the composition and not its garb or orchestration. 

The Spanish themes, of dance character, furnished me with rich material for 
putting in use multiform orchestral effects. All in all, the Capriccio is undoubtedly 
a purely external piece, but vividly brilliant for all that. I was a little less successful 
in its third section (“Alborada,” in B flat major), where the brasses somewhat 
drown the melodic designs of the wood winds; but this is very easy to remedy, if the 
conductor will pay attention to it and moderate the indications of the shades of force 
in the brass instruments by replacing the fortissimo with a simple forte. 

The composer also dwells on the great ovation given the premiere, not only 
by the public, but by the members of the Russian Symphony, which he directed 
He writes: 


! 
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-hearsal, the first movement had hardly been finished when the whole 
to applaud. 

luse followed all the other parts wherever the pauses permitted. I 
:stra for the privilege of dedicating the composition to them. General 
answer. The Capriecio went without difficulties and sounded brilliant, 
rt itself it was played with a perfection and enthusiasm the like of 
possessed subsequendy, even when led by Nikisch himself. Despite 
Dmposition called forth an insistent encore. 

■io is in five movements, played, as directed by the composer, 
lption: I. “Alborada” (Vivo e strepitoso, A major, 2/4); II. VarL 
te con moto, F major, 3/8); III. “Alborada” (Vivo e strepitoso, 
2/4): a repetition of the first section with changes in key and 
IV. “Scene and Gypsy Song” (Allegretto, D minor, 6 / 8 ); and 
of the Asturias” (A major, 3/4). As coda Rimsky-Korsakoff 
e “Alborada” theme. 

L. B. 

azade,” Symphonic Suite after "The Thousand 
nd One Night,” Op. 3 5 

'k and the Easter Overture were composed by Rimsky-Korsakoff 
J a summer spent on Lake Cheryemenyetskoye. It had its world 
. Petersburg during the following musical season. The Suite is 
ladimir Stassoff. It calls for the following instruments: piccolo, 
oboes (one interchangeable with English horn), two clarinets, 
four horns, two trumpets, three trombones, tuba, kettledrums, 
ass drum, tambourine, cymbals, triangle, tam-tam, harp, and 
score of the composition is printed this program: 

f Schahriar, persuaded of the falseness and faithlessness of women, 
t to death each one of his wives after the first night. But the Sultana 
ved her life by interesting him in tales which she told him during 
nd one nights. Pricked by curiosity, the Sultan puts off his wife's 
day to day, and at last gave up his bloody plan. 

5 were told Schahriar by the Sultana Scheherazade. For her stories 
rowed from the poets their verses, from folk songs the words; and 
her tales and adventures. 

'orsakoff’s autobiography, My Musical Life , he has this to say 
lerazade Suite (translation by J. A. Joffe) : 

I had been guided by in composing Scheherazade consisted of 
.ected episodes and pictures from The Arabian Nights: the fantastic 
Prince Kalandar, the Prince and the Princess, the Baghdad festival. 
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and the ship dashing against the ruck with the bfuuv tain ufvn ,». The urtifyi & n 
thread consisted of the brief introductions to M«’vcmc».i. I. Si, ,md IV «nd tk 
intermezzo in Movement III, written (or vu-lnt -*•... .m i d,mi.atm. : .Vhei wtaad( 
herself as telling her wondrous tales to the stem Sc-Tm. 1 :«•*,.». biaun ,.f Movotttas 
IV serves the same artistic pm pose. 

In vain do people seek in mv suite leading mHtvcs 1 a’./ ! a’w tv . ,uul unvaryingly 
with the same poetic ideas and conception-.. i M the ‘.'itita-.v, o.» the iiMtority of 
cases, all these seeming leit motives are notltay, era pm.r. >1 matrria! W fe 

given motives for symphonic devcloptuettt. The ,g ■ • i • t'm-.td ami 
over all the movements of the suite, alternate'. ; aid -w m-mm. , rmh with the 
other. Appearing as they do each hur »»Ti >L .a - .-d, *'v vd: an* t^ 
and themes correspond each tune to dibrtrw mt; -.m a-. ! r<.»ntn. 

Thus, for instance, the siuiplv outlined tmuv "i.-'i .a t- rtulmj 0,1^ 
and trumpet, whkh first apjv.ns in the K.iietd,:' \ m e . ■ f Movement ft) 
appears airesh in Movement IV, in the delineate ■* .• tV ■ -d Am, th*»ng;htiai 
episode has no ecmnmtton with tlr Kalaitd.n's N n- l'V pm., mat tlirmerf 

the Kalaudar’s Narrative ( 1 ! miimi, ' L and tV d, ■ - > ' ■- IVv, itt Mtw- 

meat III (I! Hat major, 0 H, Cat met I m ,.'vt i • ■ ’ ' “ ‘WiUtthr 

secondary themes of the Baghdad tr.m.d; v t >■ i ■> bip'jnXjfktt 

about these persons taking p.ut in tit.- l“, - e a at t'htav, ,« thm^ 

depicting Scheherazade's stem spntf.r, .a the 1 " mm:* » -. ; r ‘ww tpgran in tL 
Kaktndar’s Narrative, where there cannot, hove v. >, ' >;<•, 'it at ;!*t of Stilus 
Schahriar. 

In this manner, developing tpum ft/•»-»> the nc.i *! ‘,r.i t»! -0 .<, 4 hasiv «fthe 
composition, I had in view the 1 teat ton ot an ot l-m c at mm nittu'irts®*, 

closely knit by tin- connmmttv ot it-, them* ■. tad < „ n , t * pi-mi-mc,, a-,, it tme, 
a kaleidoscope of fairytale images and deagm < nt.-mal .‘m.i >n a mnlttidlhx 
I had to a certain ilrgtee madr tt>.*- ot t:s tut 'C; Tj itC- , tL- muvbjlihu 
of which are as little distinguishable hot*; th- \> «-m *!. ■. .<1- ui -V, hthmiik 

Originally 1 had even intended to laM T* mo -t »-,}*. «-r > a.-A -m •.;«/,*• Mu.{.•• 
“Prelude"; No. II.—“IMladr”; No. Ill » Via/aC; ,V. fV "Joud/'; ln« mt^tr 
advice of I.iadotf ami others I dM not do -a., \L ,sv-> n-m ha sdw wilts# 

definite program in my eomjHivtimti Ed mr •tn ; .>.>-.pt.-;c< r. th/ u- 1* r>Um\ W 
do away with even those ium. ot it wfuT ha I Inn m the 1,. t>aa.;r » t emh rmtve- 
ment, such as; “The Sea,” and “Smdh.db • ''l.*. 1 u-dc'-t Nutathr"«>. 

In composing Schehermmie 1 meant tlr.tr La:. • • la • * '•-*. N/LU tMwftr't 
fairy an the* path whah my emu ttf§* hi 4 J, J * * v ; t^$r ftmiiiiHiiS 

particular amTptiatw to thr mil iii4 m**A r^l - v i \;4 I 1 m-I 4^itr4fa 

that the hearer, if hr hint tm pir- ^ i»v,4 ^Miff awiftk 

imprmitm that it if tr^int Atmhf ,ia t *. •; ** 

varied fairytale %vomferk an*! mt nmrh f*<w j,<:p ^ : Ir.d ! tier ^ilw»! 

eom|H)%cil cm the lu*4\ at difsiiM 4 ? * i'" : c.i m timjlilif 

be the m\t% does my Suite tirm die ^ jJ/f llnjwio 

name and &uhtitie After I kt $ Han usnJ *1141 ^nr Vmm m 

miad the East and hi ry tale he a,dr l 4 > jj,a ui r l ^ niMiat WIWH’ 
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tion hint a* the fact that all of these are various tales of some one person (which 
happens to be Scheherazade) entertaining therewith her stern husband. 


Overture, "The Russian Easter,” Op. 36 

In the summer of 1888, Rimsky-Korsakof? completed two works, for which he 
had done merely sketches earlier in the year. These works were “an orchestra 
composition on the subject of certain episodes from Scheherazade” and the 
present Overture which is based on themes of the “Obikhod”-a collection of 
the best-known canticles of the Orthodox Church. The composer himself felt 
that these two pieces, plus the Capriccio Espagnole, exposed “a considerable 
degree of virtuosity and bright sonority without Wagner’s influence, within 
the limits of the usual make-up of Glinka’s orchestra.” 

The score of 1 he Russian Easter employs the following instruments: three 
flutes (third interchangeable with piccolo), two oboes, two clarinets, two bas¬ 
soons, four horns, two trumpets, three trombones, tuba, three kettledrums, 
glockenspiel, triangle, cymbals, bass drum, tam-tam, harp, and strings. 

In his book My Musical Life (translation by J. A. Joffe) Rimsky-Korsakoff 
writes of the Overture as follows: 

The rather lengthy, slow introduction of the Easter Sunday Overture, on the 
theme of “Let God Arise!” alternating with the ecclesiastical theme “An angel 
wailed,” appeared to me, in its beginning, as it were, the ancient Isaiah’s prophecy 
concerning the resurrection of Christ. The gloomy colors of the Andante lugubre 
seemed to depict the Holy Sepulcher that had shone with ineffable light at the 
moment of the Resurrcction in the transition to the Allegro of the Overture. The 
beginning of the Allegro, “Let them also that hate Him flee before Him,” led to the 
holiday mood of the Greek Orthodox church service on Christ’s matins; the solemn 
trumpet voice of the Archangel was replaced by a tonal reproduction of the joyous, 
almost dancehkc bell tolling, alternating now with the sexton’s rapid reading and 
now with the conventional chant of the priest’s reading the glad tidings of the 
Evangel. I he Obikhod theme Christ Is Arisen,” which forms a sort of subsidiary 
part of the Overture, appears amid the trumpet blasts and the bell tolling, constitut¬ 
ing also a triumphant coda. In this Overture there were thus combined reminiscences 
of the ancient prophecy, of the Gospel Narrative and also a general picture of the 
Easter Service with its “pagan merrymaking.” The capering and leaping of the 
Biblical King David before the Ark, do they not give expression to a mood of the 
same order as the mood of the idol-worshippers’ dance? Surely the Russian Orthodox 
“Obikhod” is instrumental dance music of the Church, is it not? And do not the 
waving beards of the priests and sextons clad in white vestments and surplices, and 
intoning “Beautiful Easter" in the tempo Allegro vivo, etc., transport the imagina¬ 
tion to pagan times? And all these Easter loaves and twists and the glowing tapers. 

. . . IIow far a cry from the philosophic and socialistic teaching of Christ! This 
legendary and heathen side of the Holiday, this transition from the gloomy and 
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mysterious evening of Passion Saturday to the uncalled pagan religious 
making on the morn of Easter Sunday is what 1 was eager to reproduce 
Overture. Accordingly, I requested Count Golyemscheif Kaxctoo/olf to write a, 
gram in verse—which he did for me. But I was nut satisfied with his poem**, 
wrote in prose my own program, which same is appended to the published score. 
Of course in that program I did not explain my views and my conception of the 
“Bright Holiday” [the popular Russian name fur Faster!, leaving it to tones to 
speak for me. Evidently these tones do, within certain hunts, sjwak of my m-lings 
and thoughts, for my Overture raises doubts in the minds of wine hearers, despite 
the considerable clarity of the musk. In any event, in otdrr to appreciate my Ovem*. 
even ever so slightly, it is necessary that the hearer should have .mauled 
morning service at least once and, at that, not in a domestic chapel, hut in a ca „ _ 
thronged with people from every walk of life, with several priests conducting I 
cathedral service—something that many intellectual Russian hearers, let 
hearers of other confessions, quite lack nowadays. As fur mvvlf, I had 
impressions in my childhood passed near the Tikhvin motustm itself. 



Printed in the score—which is dedicated “t*» the mrmniy of 
and Borodin’’—is a program compact of two v rises hum Psalm I.XVHI, & 
verses from the Gospel according to St. Math (Chapter XVIi, and some t 
words by the composer himself. 


«ua«, 


Suite from the Opera "Tsar Saltan" 

I. Allegretto alia mareia, II. Introduction to Act II. HI. Thr Flight of tb 
Bumblebee. IV. The Three Wonders (Introduction to thr last ncm). 

The complete title of Rimsky-Korsakotfi ojrta is The Tain Tale of the Tm 
Saltan, his son the Renowned and Mighty Paiadm, the 1‘rtmr t let dm Mtm 
pick, and the Beautiful Tsarevna Iwhed, It was composed Ix-rweru lH'W and 
1900, and it was given its first pet formant r (privately} at Moscow in the taw 
year. From the score a suite of "musical pMurr /' ohtumn! its premiere at a 
concert sponsored by the Im|x*rial Russian Mush at Soum shortly thereafter, 
although it did not then contain the second au *nhrt/*<, later Mieorjwrated, 
“The Flight of the Bumhleliec.*’ 

This Suite is scored for two flutes, piccolo, two i-ix.es, English horn, three 
clarinets, bass clarinet, two bassoons, dotiblr hawouu, four hot ns, three trout 
pets, three trombones, bass ttiha, tympaut, ude dtmn, km drum, cymbals, 
triangle, small hells, xylophcmc, celesta, harp, and I Wore rack sectioa 

of the Suite there is a quotation fomt the prut of I'm,him, winch inspired the 
four-acc opera. 

Ernest J. Simmons remarks that I'u.hkm liou-.w.rd »«r pi a of the fm 
Saltan from some source or other, much a*. Shakf-stratr himself *M. ft 
continued: 
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But the finished product becomes an original work of beauty. Pushkin had 
learned to move easily and surely in this world of complete fantasy. The artlessness 
of the folk is never subordinated to the sophisticated rules of art. Meaning and 
understanding, or logic, is not allowed to obtrude upon the natural laws of folk-tale 
narration. The story moves on, as it were, by its own volition. And Pushkin’s 
recognition of this inherent artlessness and his complete acceptance of it serve to 
make these folk tales his most perfect creations. 

The folkish narrative poems of Pushkin were ever fascinating to Rimsky- 
Korsakoff, as witness his early work Fairy Tales, based on the prologue to 
Pushkins Russian and Ludmilla. In later years he set music to librettos by 
Vladimir Bielsky for the opera Le Coq d*or and, of course, Tsar Saltan. 

Commenting on the Tsar Saltan, Rimsky-Korsakoff says, “In the spring 
[of 1889 J V. L Bielsky began to write his splendid libretto, making use of 
I ushkin as much as was possible, and artistically as well as skillfully, imitating 
his style. He would hand me the scenes, one by one, as they were finished, and 
I set to work on the opera, . . . The libretto came to me piecemeal continuously 
from Bielsky, He goes on to say that he attempted to abide by the fairy-tale 
character of the lines, and also that he had in mind a Suite, to be made from 
the “longtsh orchestral preludes to Acts I, II, and IV,” with the title “Little 
Pictures to the Fairy Tale of Tsar Saltan.” 

^Ihc plot of 1 stir Sultan is fantastic and elaborate, like all fairy tales. 
There is the Tsar himself, who has the habit: of wandering about his kingdom 
incognito. 1 his, naturally, makes it; easy for him to hear gossip about himself. 
One day he listens, as each of three sisters tells how she would treat his 
majesty, were she his bride. The first would bake for him a magnificent 
bread; the second would like nothing better than to weave fine linens for 
him; and the third would bear him a beautiful heir. 

As tilings go in fairy talcs, the Tsar weds the youngest, but; the mistake he 
makes is to invite the other sisters to live in the palace. In the course of time a 
son is born to him, while he is away at the wars. The plotting sisters send their 
royal brother-in law all sorts of vicious messages, lurid stories about the mon¬ 
strosity that is his heir. When he responds that he will come to see for himself, 
they retaliate with another sensational feat by deliberately changing his mes¬ 
sage, so that ir becomes an order to cast the mother and her child, inclosed in a 
barrel, into the sea. 

I he cask, after days of aimless floating, reaches an alien shore, the island of 
Buyan. And there the boy, Prince Ovidon, growing daily in spiritual and bodily 
beauty and vigor, happens, one day, to save the life of a swan, which you 
might expect- possesses the most magical powers and, in gratitude, endows the 
island with three wonders. The first of these is a whistling squirrel, which 
extracts kernels of pure emerald from nuts with golden shells. The second is a 
tidal wave, which, overwhelming the shore, disgorges thirty-three armed war- 
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riors. The third is a princess of incomparable Itcnuty, whose hair is as the light 
of moonbeams and upon whose brow there glistens a star. 

Prince Gvidon, expressing a longing to see his father, is transformed* through 
the good offices of the swan, into a bumblebee, whereupn he Hies straight to 
his father’s land and, after a series of adventures on the side of the right, it 
joined by the Tsar on the island of Buyan, where he has married in the mean, 
time, the princess of incomparable beauty, who all along was tire swan. 

















Manuel Rosenthal 


born: Paris, june 18, 1904. 

As * muter of the orchestra he is in the line and of the quality of 
Berlioz. There is not to my knowledge another living composer who 
orchestrates with comparable precision, freedom, and joy . There are 
force, onginahty, and life in every measure .— Virgil Thomson, 


<c La Fate du vin” ("The Festival of Wine”) 

This work was written in 1937 on commission from the French government 
for the Fetes tie la Lumi&re” of the International Exposition, Mr. Rosenthal 

says: 

There is no real program but a kind of connecting thread, which is, in sum, the 
dream of the man who loves the juice of the vine; that is to say, all good Frenchmen, 
In the course of the dream there are evoked successively the various activities con¬ 
cerning the care of the vine and of the vintages, as also the libations which follow, 

I he principal episode consists of a great bacchanale, a homage, if one chooses, to 
champagne and its beneficial effects; hut the dream and the work come to a con¬ 
clusion evocative of a melancholy awakening. 

The composer has utilized in this piece a Bacchic song of French folk origin, as 
well as some popular Canadian airs, whose frank and joyful allure seem, to him to 
belong to the program. 

Ihe score calls lor three flutes (all three interchangeable with piccolo), three 
oboes, three clarinets (third interchangeable with bass clarinet), three bassoons, 
three horns, four trumpets, three trombones, bass tuba, harp, piano, celesta, 
glockenspiel, kettledrums, bass drum, two cymbals, suspended cymbal, snare 
drum, long drum, tambourine, vibraphone, four Chinese blocks, wood block, 
triangle, gong, castanets, chimes, xylophone, and strings. Mr. Rosenthal con¬ 
ducted the American premiere of La Pete du pin as guest of the Philharmonic- 
Symphony Orchestra in Carnegie Hall on Dec. 5, 1946. 

Well does Virgil Thomson observe, in his article on “Musical Gastronomy” 
(New Yorf( Herald Tribune, Oct* 10, 1946) that “An American composer, 
designing for musical depiction his ideal dinner, would certainly either have 
left out half of this abundance or topped it off with a finale about bicarbonate.” 
Mr. Thomson was writing about Musique de table, then, and he bemoaned the 
amission, from the program of that score, of the explicit mention of suitable 
wines* For, as he remarked, “Wine , * * is essential to the ingestion of any 
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reasonably good French meal, not to mention the majestic menu drea 
in 1942 by Mr. Rosenthal.” 

Yet he sensed, 

in the delicious scoring of this memorable work plenty oi the appropriate grape, 
The characteristic blood flavor of roast bed' ami the daikly outdoor taste of venison, 
rendered in the scoring by trumpets ami troutlwmrs in the one ,.tsr ami by hunting 
horns in the other, were so aptly set oil by contrasting instrumental timbres that the 
richness of the whole effect could only have Item summed with something mote 
on the imaginary palate than meat alone. 1 he salad, on the other hand, with which 
one does not drink wine, because it tastes already of vinegar, had no such third 
dimension. It was all light and high and clear ami slean anti pale, fresh to the tag,, 
and quite without perspective. 

In any case, two works of Mr. Rosenthal's, the present one and Mutiqtu k 
table, comprise for the record, at least, a concert tepast of food and drink in the 
grand manner, a “compleat" feast for the most dm n mug {and capacious) 
tastes. This is true, even if not all the delights gasnon-mm ami jwtational may 
be enjoyed by some of us at. one sitting, unless that could (to a simultaneous 
rendering of Mustcptte tie table am! La bete Ju em, 

Manuel Rosenthal, a pupil in violin of f tiles Ron, her is at the Paris Conserva¬ 
tory, made his debut as a composer in I'd with hr. Surname fm Two Vtolim 
and Piano. The piece came to the attention of Mam he Havel, vsh< >sr ft irtul and 
“favorite disciple” he Ix-came. In I'd hr won the prize of the ‘Tuwlatiott 
americaine pour la pensee et I'art fr.my.tisr (Foundation blot cm r Hlumeitthal),* 

On Sept. 3, l‘H9, the first day of the w.tt, hr was mobilized ,r, a corporal® 
the infantry. Later, after being awarded the Cunt dr t dtntr, hr was taken 
prisoner of war in Germany, twit being trleased mini M u, It, l HI, when he 
returned to France. There he was hunted by the < irs-ap... as a member of the 
French Resistance movement ami of the "toimif dri must, iens «!u front 
national." 

Since the liberation of Paris, Rosenthal has Stern due, no and duel »ontltiefitt 
of the “Orchestre national dc la radio diffusion is.utv't’.r," one *4' F, mope's (wit 
known orchestras. As head of this oigam/amm, hr hn.ugh* hrfotr French 
audiences many new works, domestic and imngu, in addition to reviving 
unfamiliar ones by old masters. 

Mr. Rosenthal has composed a large numftrf of in .4! Fanis, ant! the 

list shows such representative ones as Ki\>au ,ie i.omo, .-t» opera brnfit; 
Im Louie noire, a musical comedy; Vn ttat.er pour rten, iu’lr*; a Srintadf k 
Orchestra; the orchestral suite 1st Petit t metier u the '.yntj h*.us> •ante fnittt 
d’Arc; the oratorio St, Francis of Auto; the Canute pour !r temps deb 
nativitS; the string quartet Lee Soirees du prut »hr as poum forI b§ 
voices, string orchestra and irumjwt solo entitled La Lieti J'.iet ail the# 
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aiid many others, in addition to the present composition and numerous songs 
and piano pieces. 

Other American premieres of works by Manuel Rosenthal comprise Les Petits 
mStiers Vladimir Golschmann and the St, Louis Symphony, Mar. 6, 1936; 
Jeanne d Arc; Musique de table —Artur Rodzinski and the Philharmonic- 
Symphony, Oct. 10, 1946; and St. Francis of Assisi —Eugene Ormandy and the 
Philadelphia Orchestra, Carnegie Hall, Oct. 29, 1946. 

R. C. B. 







Gioacchino Rossini 

born: pesaro, italy, feb. 29 , 1792 . died: passy, near Paris, nov. 13 , 1868 . 

At the age of thirty-seven Rossini had written thirty-seven operas, 
and thirty-four of these had been produced within the space of 
fourteen years—not a had record for a man who was regarded as 
constitutionally one of the laziest of mankind .— Ernest Newman, 

Overture to "The Barber of Seville,” Opera Buffa in Two 
Acts 

This Overture was written originally not for The Barber of Seville, but for 
an earlier opera of Rossini’s, Aurelian in Palmyra (1813). It was later trans¬ 
ferred to his Elizabeth, Queen of England and, finally, made its way to the 
position it occupies now—one and indissoluble with The Barber of Seville . The 
original Barber overture, a piece based, it is said, on Spanish themes, was lost, 
hence, the shifts and shuffles. 

Observers have remarked on the complete kinship between the present work 
and the opera it has so long prefaced. They have marveled that it is so much 
closer to the mercurial Figaro than to the subjects or dramatic circumstances 
advanced in Aurelian and “his splendid foe Zenobia.” In this respect the situa¬ 
tion has been likened to the curious and, perhaps, psychic transference cited by 
George Moore, who maintained that the character Bunthorne, in Patience, was 
meant by Gilbert to be a parody of Oscar Wilde, yet what he did do was “draw 
William Buder Yeats from the womb of time.” 

The most enduring, most popular, and—considered in some quarters—the 
master work of Gioacchino Rossini, The Barber of Seville was first performed 
at the Teatro di Torre Argentina, Rome, on Feb. 20, 1816. Yet, despite a cast 
that held such reputedly brilliant singing actors as Manuel Garcia (Almaviva), 
Luigi Zamboni (Figaro), and Geltrude Giorgi-Righetti (Rosina), it was, to say 
the least, not a success. Chief of the criticisms hurled at Rossini was the fact that 
he had dared to compose an opera on the subject utilized by the revered 
Paisiello some twelve years before Rossini was born. Further, he had consented 
to Garcia’s singing a serenade of his own, accompanying himself on the guitar. 
This matter found little favor with the audience, in addition to which a string 
on the guitar broke, bringing down a torrent of laughs. There were other 
expressions of derision when a cat, as composed as you please, walked across the 
stage during a tense vocal moment. These and more contretemps were certainly 
not beneficial either to Rossini or his opera. 
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On the following evening, however, the work was received with a respectful 
silence, excepting applause and other evidences of appreciation at proper 
intervals. The third performance was an unqualified success. 

Rossini s Barber of Seville was the first opera to be produced in Italian in this 
country, at New York’s Park Theater, Nov. 29,1825. The same Manuel Garcia, 
heading the company, again sang the Almaviva, and the occasion was truly a 
Garcia family affair. Mme. Garcia was the duenna Berta; the son Manuel, Jr., 
the Figaro, and the daughter—later to become the celebrated Maria Malibran— 
took on the duties of Rosina. 

The role of Rosina, incidentally, was originally written for contralto, although 
it has now found what seems to be a permanent abode in the hearts—and vocal 
cords—of sopranos. 

The Overture is itself a masterpiece of imagination and workmanship. None 
of its themes may be found in the opera, since—as we have seen—it was not 
composed expressly for it. Yet its light and bubbling gaiety, the sprightly and 
sometimes ironic charm of the material, the music’s general (and accidental!) 
resemblance to the ideal of Figaro are wholly expressive of what transpires in 
the entire work, both musically and dramatically. 

* J /■» tt 


Overture to “L’ltaliana in Algeri” ("The Italian "Woman 
in Algiers”) 

At twenty-one Rossini was the most talked of composer in Italy. A serious 
opera Tancredi followed in two months by a comic opera L’ltaliana in Algeri 
spread his fame far beyond the confines of Venice, where both were produced. 
Just as the Venetians, tiring of the solemn opere serie of other writers, flocked 
to Rossini’s melodrama, so they packed the Teatro San Benedetto to hear the 
gay anti rippling comedy about a harem mix-up on the Barbary Coast. Noted 
foreign tourists like Stendahl wrote reams about L'ltaliana’s popularity. “Never 
has a public enjoyed a spectacle more harmonious with its character,” said the 
French novelist. Not long after its premiere in 1813, L’ltaliana was being 
simultaneously staged in Brescia, Verona, Venice, Vicenza, and Treviso. 

Along with Rossini’s fame as composer grew his repute as wit and gallant. 
Social Italy buzzed with stories of his latest conquests. His mots— Rossini was 
always a nimble pundit—were already making die rounds. Like Byron, after 
publishing two cantos of Childe Harold in 1812, the Italian could truly boast: 
“I woke up one morning and found myself famous.” The parallel did not stop 
there. Rossini, free, handsome, and twenty-one, was fast becoming the Don 
Juan of Italy, and he was four years the English lord’s junior. It is said the aria 
“Di tanti palpid” from Tancredi proved so popular with the Venetians that a 
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court edict was issued to stop people from humming and whistling it publicly 
morning, noon, and night. For a change, the Venetian public stuped ea% g 
cakes and ices during the recitatives. Rossini's operas claimed undivided atten¬ 
tion. To young Rossini, therefore, goes the credit ut having reformed the 
audience as well as opera buffa anti opera stria. In the serious vein, Tanereii 
was the forerunner of Rossini’s Otetto and Semiramide, while l.'lt.diamt began 
a series of comedies capped by Cenerentala anti that gem ol gems, The Barber 
of Seville. 

As might be guessed, the plot of L'ltaliana in Albert shows little resembling 
Italy or Algiers. Its pseudo-Oriental intrigue suggests Mo/,art’s Huape from the 
Seraglio. Basically it derives from the legend of Rovdana, the favorite slave of 
Solomon II. Anelli’s libretto had already been used by Luigi Move a in an open 
produced in Milan in 1808. Still another precursor of Rossini, < Hmarnsa, had 
begun the operatic cycle of wandering Italian women in 177'< with a work 
entitled L'ltaliana in Londra. 

The heroine of L’ltaliana in Algeri is a voting Italian giil named Isabel!*. 
Her sweetheart Lindoro has fallen into the hands of Mustafa, the licy of ! 
Algiers. The Bey, wearied of Elvira, his favorite wife, plans to man y her off to j 
Lindoro, now a slave. Elvira rages, and Lindoro pines for Isabella, Conven¬ 
iently, Isabella is shipwrecked along the Hatb.ii v Coast and btought More 
Mustafa, who promptly appoints her Elvira’s suterssot. Lmdoro and Isabel* 
of course recognize one another. They plot to escajw with the help of the 
ex-favorite. Isabella is ordered to the Bey’s diandtrrs, Jirfote going, she and 
Elvira arrange to have several accomplices tomralrd in various parts of the i 
room. The Bey enters and is speedily "hazed*’ by the tumptiatoiv Elvira and I 
Isabella explain they are mcmliers of a scetrt otgam/aunn, dir "Lapataed" ; 
who believe in gluttony ami riotous living. Naturally (hr Hey warns to Wong, 
too. So the wily ladies “initiate" him in a series «,f m«„k crtrm< *titcs, including 
some weighty banqueting. As the Bey grumbles in dmonifWi, Ltinlotn and ( 
Isabella make their escape, Mustafa, grown wise and magnanimous, takes bad f 
Elvira. I 

Though the main note of L'ltaliana in Algeri is It auk and lively gaiety, j 
there are at least two striking instances of a suavn mood, (he duet “Se j 
inclinassi a premier moglie" and the tender cavatina "Lattgtm pet mu Itelk" j 
The trio “Papataeei" is a fine sample of Italian hu»{.<i.»m, and for fetching j 
verve the ensemble “Va sossopra ii tmo mvello" tanks with Rimini** be* } 
comic sallies. Rossinian elegance and bubbling t«mr.!y bbnd m the overture, j 
which is in the style of a symphonic allegto: an m*tod:Moty andante, 1/4, j 
followed by the main section. Allegro, 4 4; thru a development sratntt and j 
reprise, reinforced by two themes, Rossini's thm t-a -.weeping »msccitdw j 
shows itself twice, in the middle section and ut dir imah, < »nr agtrrs, how* 
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ever, with Francis Toye, who said of the overture that he felt loath “to 
dissect even momentarily such a delightful butterfly.” 

L'ltaliana in Algeri was first performed in America on Nov. 5, 1832, at 
New York’s Richmond Hill Theater, once the home of Aaron Burr. There 
is a record of the overture having been played even earlier, at a concert of 
the New York Sacred Music Society, on Feb. 21, 1829. The Metropolitan 
Opera House first staged the opera on Dec. 5, 1919. In the cast were Gabriela 
Besanzoni (Isabella), Marie Sundelius (Elvira), Charles Hackett, (Lindoro), 

Giuseppe de Luca (Taddeo), and Adamo Didur (the Bey). There were four 
performances in all that season and none since. The late Conchita Supervia 
appeared in subsequent stagings of L'ltaliana in London and Paris. 

Coincidentally, the opera was first performed anywhere on the day of 
Wagner s birth, May 22, 1813, and Venice, the scene of the premiere, was 
also the place of Wagner’s death. 

L. B« 

Overture to "Semiramide,” Melodramma tragico in Two 

Acts 

Queen Semiramis reigned over Assyria and Babylonia about 800 b.g. Her 
real name, according to Professor Lchmann-Haupt, a recent apologist o£ the 
royal murderess, was Sammurpamat. In either case, she was a byword in his¬ 
tory, another name for perfidy and evil enchantment, till the good professor set 
about rehabilitating her as an able ruler. 

Few historical figures have inspired as many plays and operas as the f 

Assyrian regicide. At least thirty-five full-length operas have sung her violent j 

story. Of the plays, Voltaire's tragedy Semiramis (1748) is probably the most 
famous. At any rate, Gaetano Rossi used it as a source book in preparing 
the libretto for Rossini's opera. 

In the opera, Semiramis, having slain her husband King Ninus with the 
help of her lover Prince Assurus, now occupies the throne. But for her con¬ 
science, all goes well until the warrior chieftain Arsaces arrives. Now Arsaces 
is really the queen's son, but neither of them knows it. When Arsaces pre¬ 
sents himself to be decorated for his victories, Semiramis promptly falls in 
love with him. Arsaces, however, is in love with Azema. In the midst of the 
victory celebration the tomb of the slain king opens. As the court looks on 
in horror, the ghost of Ninus stalks through the palace. Solemnly he declares 
that Arsaces will be king. Mother and son quickly grasp the king's meaning. 

But their joy is short-lived. Prince Assurus aims a dagger thrust at Arsaces, 
hut kills Semiramis instead. Arsaces, in turn, slays the Prince. The ghost's 
prophecy is fulfilled, and Azema becomes the new king's bride. 
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Radiciotti, author of the monumental three-volume study of the .composer, 
has adjudged the Semiramide Overture the finest Rossini wrote in Indy. "Like 
the opera to which it is prefixed,” he says, "it dazzles with its trills, its vari¬ 
ations, its fioriture, and the incredible flexibility of its mtritwiuing sonorities,* 
Francis Toye—Radiciotti’s British counterpart--speaks of the overture as “& 
splendid composition alike as regards thematic material, form, treatment, aod 
scoring.” 

The overture is in the key of D major. A short Allegro vivace (ft S), which 
starts pianissimo and ends fortissimo, leads to an Andatttino (t»/H) which 
enshrines the opera’s most famous melody in a passage for four hums. In the 
first act of the opera this theme is woven into the ipimiet of" the oath. There 
the voice of Semiramis is heard in an obbligato of lottladrs omc compand 
to the “flowers adorning a solemn altar.” The Andamitto section leads in 
turn to an Allegro (4/4), which soon gathers momentum tor one of the moit 
stirring crescendos in music. The late Pitts SauU'tn likened its flashing sweep 
to “an onrushing river beneath an Asiatic sun." The mam theme of this pas. 
sage returns in Act II in the orchestral prelude to the male i horns "Un traditor 
con empio ardir.” Writing a month after the prrmtnr ot the oprra, Privtdali 
discerned in this theme a marked similarity to the t iertoatt t-4k •huij* “Freut 
euch des Lebens.” In the first eight measnirs, hr l out, "there is no 

other difference than one of tempo: that of the song Itrmg sextuple, that erf 
the chorus triple.” 

Semiramide was the last opera Rossini wrote for thr It.than *4 ice, Radiciotti, 
incidentally, exploded the theory that the premiere .it the Tr.uto h’enke at 
Feb. 3, 1823, was greeted by the Venetians with e.4d dt.d.im, if not worse. 
It now seems that the overture and Act II were «pute w it dully received 
Act I was less fortunate, anti no wonder! It lasted two hums and a half! 
Rossini later made cuts, ami after the third jrrf*4in,m> r thr Venetian papers 
could report “the unanimous approval of the luminous Ir.teiieis from begin* 
ning to end.” 

Apparently the initial presentation of Semmmtdr in the l hiked .States took 
place at New Orleans on May 1, 1817. The New Yotk pimuetr occurred at 
Palmo’s Opera House on Jan. 3, 1845. The ttunt rrotn jrttoim tmr^ in Aj§ 
country were given at the Metropolitan Opera House, New Y,-ik, and ehe* 
where in 1894 and 1895, with Nellie Melba a-. ,Nrmu .mts <, Jv-ha Scakhi « 
Arsaces, and Edouard dc Rcszkc as Assume, 

Pitts Sanborn, an ardent American Ruswiiatt, wrote .«> t-lktwx: 

In the first cast of Semiramide Rossini’s wife, IwMb t'olbun, sang the title totfc 
Arsaces, composed not for a man but for a deep mntMlm, sms amgiwd to .Signore 
Mariani, her basso husband being lire Awtirm. The irm.f juu *<f I.imim (in won 
subsequent performances reduced to urntpriiiurio rank through the nimavM of 
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two arias) went to the Scottish tenor John Sinclair, who had had lessons and good 
counsel from Rossini at Naples in 1821. 

The extreme floridity of the solo parts has been largely responsible for the 
desuetude of Semiramide in a period when vocal virtuosity has been on the decline. 
However, there were rumors of an impending revival of Semiramide at the Metro¬ 
politan when Tullio Serafin was chief Italian conductor there. Rosa Ponselle was 
spoken of for Semiramis and Ezio Pinza for Assurus, but the difficulty of deridin g 
on an Arsaces proved effectively discouraging. 


Overture to the Opera "William Tell” 

The last opera Rossini composed was William TelL He was thirty-seven 
when he completed it, and he had written, up to that time, thirty-seven operas. 
Though he lived to be seventy-six, Rossini did not again put pen to an opera, 
although in the thirty-nine years remaining to him he did compose the Stabat 
Mater and the Messe Solennelle, together with a trifling handful of vocal and 
piano pieces. 

Much has been said about Rossini’s change of heart. Some maintain that 
he feared Meyerbeer’s growing powers, others that he had “written himself 
out, and Chorley makes the suggestion that Rossini’s viewpoint may have 
taken a sadistic turn in a desire to keep the world waiting breathlessly—and 
unavailingly—for another opera to spring forth from him. 

It happens that just prior to William Tell, a new form of opera was taking 
hold. The mythological librettos had had their day, and now the public looked 
toward more realistic ones. Rossini, keenly aware of the “shape of things to 
come” and mindful of the success attained recently by Auber’s Masaniello, 
with its theme of Neapolitan revolt against Spanish oppression, sought a 
subject of contemporary interest, something on a larger, more universal scale 
than he had heretofore employed. 

Schiller’s German play Wilhelm Tell seemed ideal, since it offered, as 
timely bait, a people’s conflict against tyranny, besides many excellent theater 
potentials. The play had arrived in Paris in a translation, and it had caused 
a good deal of talk. Rossini, then musical director of the Theatre Italien, 
decided on William Tell, and he confided his choice to a minor dramatist, 
one M. de Jouy, who had enjoyed some success with the librettos he devised 
for several Spontini operas. 

Jouy, a complete egotist, handed in a poem no less than 700 verses long, 
and this without so much as a “by your leave.” But just as prompdy as he 
turned in his faulty chef-d’oeuvre, so prompdy did Rossini find the text next 
to be impossible. He called in a script doctor in the person of a M. Bis. What 
his literary contribution amounted to exactly history does not say, though he 
is credited with most of the second—and best—act. For the rest, what with 
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Rossini’s insistence on having the verses comply with his musical plan ^ 
his general worrying tactics, plus the entrance ut another person, Arraamj 
Marrast, into textual matters, it was linally put into fairly presentable 
though as we look on such things today, it is certainly one of the poorest 
jobs in libretto annals. 

Anyway, William Tell, the first opera Rossini wrote exclusively for d* 
French stage, was given its premiere at the Opera on Aug. I, IS,H In spite 
of a considerable success, it gradually lost ground in public esteem. Astute 
critics all agreed on its manifold excellences, sounding a unanimous opinion 
as to its musical greatness. It was positively Rossini's magnum opus, they said, 
but even so it failed to make the grade with the public, 

A rather curious side light to all this is Hector Met ho/ change of attitude 
regarding William Tell. Eighteen days after its pretmrtr he tnuld write to 
his friend Humbert Fcrrand, " William Tell? I think all the newspaper* art 
distinctly mad: it is a work that has some train if tt! pieces, which is not 
absurdly written, where there is no crescendo and a little less bass drum; 
that’s all. For the rest, not a bit of real sentiment, always att, habit, workman* 
ship, handling of the public.” 

Five years later came the turnabout. An article by him published in the 
Revue musieale said, among other rhapsodic things: 

Rossini, tired of hearing fault forever found with ho w.ak-t in jeiprtt of dramatic 
expression and still more tired perhaps of the hUtid admit at ton <•( t uufi>,d partisan, 
employed a very simple method to siletue the one and get ud i«t rhe others; dm 
was to write a score seriously thought out, pottdrtrd at lmum, ,*od >ons< iriuiou^y 
executed from one etui to the other in accordaine w ith thr londtiious demanded at 
all times by good seme and taste, lie wrote William Tell, 

This beautiful work must therefore lie considered as the appln abort uf tte 
author’s new theories, as the awakening of greater and nt.b’rt i.t, dim, the develop 
merit of which hurl been rendered imfXissihle l<v the ieipuivi<i''UH of the vtiimmI 
people for whom he had written hitherto. 

The Overture to William Tell has Iren tailed “a tomplen* symphonic poem 
in miniature.” Its imrorluctiott opens with the tell.,-, .uid haws drpictiti|, 
supposedly, sunrise in the mmmtains, A snood xe, »imh v, devoted to the 
gathering fury of an Alpine storm, and, as it subside*., ,«i Andante ciimo 
through with the shepherds’ thanksgiving, the English horn intoning the ! 
mnz des vaches. Soon a mimjiri aimotiine, r!*r appr»..i-h of Swiss soldiery 
who go on the march, following which a uala, hnlhaut and rapid, brings the 
music to its dose. ' 

total. 



















Albert Roussel 


BORN: TURCOING, PRANCE, APR. 5 , 1 869 . DIED: ROYAN (NEAR BORDEAUX), AUG. 23 , 1937 . 

The whole world has recognized the value of Roussel's art, an art 
essentially youthful, which retains all the sympathies of the young 
because his spirit and heart remained perpetually open to everything 
new* In him there was not a trace of conservatism . He renewed him- 
self incessantly and followed with a generous sympathy the most 
audacious attempts of his juniors .— Paul Landormy. 


Symphony in G minor, No. 3, Op. 42 

I. Allegro vivo* IL Adagio. III. Vivace. IV. Allegro con spirito. 

Something of a standard-bearer of the reaction against Debussyism, Roussel 
was regarded both as antiromantic and anti-impressionist in his outlook. 
Delicacy, discretion, balance were key words in his esthetic vocabulary. There 
were finesse, subtlety, and serenity in his music, placing it in the long line of 
trench classicism. “Like that extraordinary mandarin face of his,” wrote 
Lazare Saminsky, “it makes us dream of the soberly delicate lines of early 
Chinese painting and the taciturn soul of the Mongol.” 

To G. Jean-Aubry, Roussel’s music was the perfect mirror of the man’s 
“love of life without loudness, restrained but lively ardor, exquisite sense of 
pleasure, a thousand refinements without affectation, and, beneath this delicacy 
and this smiling nature, a gentle and firm power, with occasional melancholy.” 

Together with music, literature and nature dominated the thoughts and 
feelings of this professor of counterpoint at the Paris Schola Can tor urn. Cre¬ 
ated in his own image, his music seems far from the madding crowd. Yet 
this same retired esthete stepped down from his tower of ivory to write a 
symphonic poem based on Tolstoy’s “Resurrection,” which by no stretch of 
the imagination can be termed a woodland idyl. 

“Roussel realized himself without stir,” said Jean-Aubry, “without attempt¬ 
ing to attract anyone’s curiosity, relying solely on his works.” To the French 
writer this music brought dreams of ponds reflecting “the beauty of the trees 
and a glimpse of the sky,” ponds, moreover, which “from the bosom of their 
meditative beauty bring forth the unsullied calices of water lilies to germinate 
slowly and blossom upon their surface like a durable ecstasy.” 

As a finishing touch to his pastoral portrait, Jean-Aubry wrote of his friend: 
“He tarries, reads a poem, listens to a spring, observes a smiling nymph, sings 
of his dreams, and, like a dream, plunges into the heart of the forest.” It is 
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not surprising to learn that to this Gallic Endymion of the woods “the disputes 
of theorists did not seem desirable.” 

As part of its fiftieth anniversary observance the Boston Symphony invited 
Roussel over in the autumn of 1930. The composer responded not only with 
his presence, but with a G minor Symphony which he had completed in Paris 
on Mar. 29 of that year. On Oct. 23, Serge Koussevitzky led the world premiere 
in Symphony Hall, Boston. Conforming to principles expounded by Cesar 
Franck and Vincent d’Indy, whom Roussel revered as masters, the symphony 
revolves in cyclic form around a five-note theme in three of the four move¬ 
ments. Though the opening Allegro is broadly in sonata form, the Adagio 
follows unusual patterns of form. The Vivace is in the nature of a “valse 
scherzo” and the finale a rondo, ending in a majestically broad statement of 
the nuclear theme of the Symphony. 


"Bacchus et Ariane/* Ballet Suite No. 2, Op. 43 

Charles Mtjench conducted the Second Suite from Roussel’s ballet, Bacchus 
et Ariane in Boston at a concert of the Boston Symphony Orchestra on 
Dec. 27, 1946. Ten years before, on Nov. 26, 1936, he had directed the concert 
premiere of this music on a program of the Societe Philharmonique de Paris. 
The Suite was published in 1932 with a dedication to Helene Tony-Jourdan. 
A year before that, in May, 1931, the two-act ballet from which the concert 
suite was drawn had been performed at the Paris Opera with choreography 
by Abel Hermant and a cast headed by Serge Lifar, Leonide Massine, and 
Spessitzewa. Alfred Cortot conducted. Writing of that performance in The 
New Yor\ Times of June 14, 1931, Henry Prunieres declared that “the ballet 
gripped us with the opening measures and did not cease to hold us until the 
very end.” The music, M. Prunieres found “spiritual and forceful,” adding that 
a “characteristic French verve filled every moment of the two acts, never 
allowing the auditor to be bored for even a single instant.” According to 
the French critic and musicologist, the infinite variety of rhythm could best 
be described as exhibiting “the resiliency of elastic springs.” 

Printed in the score of Suite No. 2, which is drawn from the second act 
of the ballet, is the following description, quoted from the Boston Symphony 
program note of John N. Burk: 

Introduction (Andante). Awakening of Ariane. She looks around her surprised. 
She rises and runs about looking for Thesee and his companions. She realizes that 
she has been abandoned. She climbs with difficulty to the top of a rock. She is about 
to throw herself into the stream. She falls into the arms of Bacchus, who has 
appeared from behind the boulders. Bacchus resumes with the awakened Ariane the 
dance of her dreaming. Bacchus dances alone (Allegro; Andante; Andantino) the 
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Dionysiac spell A group marches past (Allegro deciso). A faun and a Bacchante 
present to Ariane the golden cup into which a cluster of grapes has been pressed. 
Dance of Ariane (Andante). Dance of Ariane and Bacchus (Moderato e pesante). 
Bacchanale (Allegro brilliante). 

In Greek mythology, Ariadne was the daughter of King Minos of Crete. 
Theseus was the son of King Aegeus of Athens. The two met when the 
Greek hero came to Crete to slay the frightful monster, the Minotaur, which 
claimed periodic human sacrifice from the Athenians. Ariadne gave Theseus 
a thread which he used to find his way out of the labyrinth where the Mino¬ 
taur lived. Later Theseus and Ariadne fled to the island of Naxos, and it 
was there that the Greek hero abandoned her. According to legend, Theseus 
conquered the Amazons and married their warrior queen. As for the Greek 
god of wine, he is early identified with Dionysus, though the Romans knew 
him best as Bacchus. 


L. B. 




Anton Rubinstein 

born: wechwotynez, near jassy, Russia, nov. 28, 1829. died: peterhof, nov. 20, 

1894. 

Can I compare myself to him? He is the first pianist of our time . 

In Rubinstein great virtuosity is united with great talent for compo¬ 
sition, and the first carries the second. I shall never in my life achieve 
a tenth of what Rubinstein has achieved, because he begins by being 
the greatest virtuoso of our time .— Tschaikowsky. 

Concerto for Piano and Orchestra in G major, No. 3, Op. 45 

I. Moderato assai. II. Moderato. III. Allegro non troppo. 

'When Adele Aus der Ohe played the solo part o£ this Concerto at a concert 
of the Philharmonic Society on Nov. 16, 1889, Arthur Mees, then program 
annotator for the Society, included this amusing commentary in his notes: 

Rubinstein, while in America, was playing this Concerto at an orchestral rehearsal 
during which the close of the last movement gave considerable trouble. In explana¬ 
tion of its unusual difficulty, Rubinstein gave the following account as to the purport 
of the composition: “In the first movement, the piano repeatedly requests admittance 
into the temple of the orchestra. The orchestra takes the matter into consideration 
and decides to test the capabilities of the piano. After frequent consultations and 
trials, the orchestra concludes that the piano is not worthy to enter into its sanctuary. 
In the second movement, the piano bemoans its fate, but soon recovers its equa¬ 
nimity and asserts its dignity. The beginning of the last movement represents the 
piano as repeating its requests to be admitted. Again consultations are held, during 
which single instruments express their opinions. The decision of the orchestra is 
again adverse to the appeals of the piano. Now the piano loses its temper and 
challenges the orchestra to imitate what the piano can do, and in the tumult of this 
attempt the Concerto closes.” 

The first movement of the Concerto (Moderato assai, G major, 6/8) opens 
with a melodic subject for violins, accompanied by a figure in the violas. At 
the fifth measure the piano makes its entrance with a cadenza, following 
which the opening subject is taken up by the wood winds. The piano plays 
still another cadenza, and again the first subject is heard in the orchestra. The 
piano now brings out the subject, and this is repeated with orchestral accom¬ 
paniment. Soon a clarinet announces a new theme (con espressione), which 
presently is taken up by the piano alone in the key of the dominant. Out of 
one of the phrases in this second subject evolves a melody which obtains 
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development in the orchestra, while the solo instrument runs arabesques 
around it. 

The second movement (Moderato, 6/4) begins with a phrase for muted 
strings and wood winds, whereupon the piano enters upon a sort of mono¬ 
logue in the key of E minor, the strings making occasional and brief com¬ 
ments. The tempo becomes Adagio, the key changes to E major, the time 
to 12/8, and the piano introduces the section with an up-and-down melody, 
which first increases in ardor, then diminishes when the original tempo of 
the movement returns. Here the first subject is assigned to the orchestra, while 
the piano—reversing the process—makes occasional and brief comments. The 
movement closes with the reappearance of the Adagio melody. 

The third movement (Allegro non troppo, 2/4) is in binary form, its two 
subjects following the usual procedure of entrance and recurrence. However, 
the section contains also material from the previous movements. The Concerto 
closes with a lively coda (Prestissimo). 


r. c. B. 





Charles Camille Saint-Saens 

born: paris, oct. 9 , 1835 . died: Algiers, dec. 16 , 1921 . 

Without consideration of his many admirable compositions, one 
should bear this in mind: in the face of difficulties, discouragement, 
misunderstanding, sneers, he wor\ed steadily from his youth up, and 
always to the best of his ability, for righteousness in absolute music; 
he endeavored to introduce into French music thoughtfulness and 
sincerity for the advantage and the glory of the country that he dearly 
loved .— Philip Hale. 


Symphony in C minor, No. 3, Op. 78 

I. Adagio; Allegro moderato; Poco adagio. II. Allegro moderate; Presto; 

Maestoso; Allegro. 

This Symphony was composed on commission from the Philharmonic Society 
of London for the concerts of its seventy-third season. Begun early in 1886, 
it was soon completed, and it obtained its first performance in St. James 5 Hall, 
London, on May 19, of that year. The occasion was indeed a gala one for 
Saint-Saens; he not only conducted his own work, but he appeared as soloist 
in the Beethoven Piano Concerto in G major. It is worth mentioning the 
remainder of the program at that concert, which was conducted, except for 
the Saint-Saens Symphony, by Sir Arthur Sullivan—obviously in one of his 
less satiric moods. The list contained Haydn’s E flat Symphony (No. 8 of the 
Salomon series), Mozart’s Quando Miro, delivered by Antoinette Sterling; 
the song “Couplets du Mysoli” from Felicien David’s La Perle du Bresil, sung 
by Agnes Larkcom; and the Prelude to Wagner’s Die Meistersinger. 

The usual pro and con took place concerning the merits of the work. Most 
of the professional critics, however, commended it as a piece of music, 
fuming, at the same time, against the composer’s departure from established 
ideas of construction. One of them wrote, “Those advanced in the new school 
as far as M. Saint-Saens professes to be should invent new titles for their 
works. As we have said, there is a great deal to admire in this glowing 
orchestral rhapsody, but we distinctly decline to term it a ‘symphony’”— 
which about explains the general to-do. 

The C minor Symphony was given its first hearing in France at a Conser¬ 
vatoire concert, Paris, on Jan. 9, 1887. (Charles Gounod, who was present, 
is alleged to have said to a friend, as he pointed to Saint-Saens, “There is the 
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French Beethoven.”) The Philharmonic Society of New York played it for 
the first time in this country on Feb. 19, 1887, under the direction of Theodore 
Thomas. 

Philip Hale has said: 

Saint-Saens’s Symphony in C minor has the finest and most characteristic qualities 
of the best French music: logical construction, lucidity, frankness, euphony. The 
workmanship is masterly. There is no hesitation. The composer knew exactly what 
he wanted and how to express himself. A few of the themes, that when first 
exposed might seem to some insignificant, assume importance and even grandeur in 
the development. The chief theme of the adagio, the theme for strings, is very 
French in its sustained suavity, in a gentle, emotional quality that never loses 
elegance, and the preparation for the entrance of this adagio is worthy of the 
greatest masters. 

Because he felt it was high time for the symphonic form to take cognizance 
of advancement in instrumentation, Saint-Saens scored his composition for 
three flutes, two oboes, English horn, two clarinets, bass clarinet, two bassoons, 
double bassoon, four horns, three trumpets, three trombones, tuba, three kettle¬ 
drums, organ, piano (“now for two hands, now for four”), triangle, a pair 
of cymbals, bass drum, and strings. 

The composer, eminently aware that much might be made of the piece’s 
nonconformance with stricter precepts, prepared an analysis of it for the world 
premiere. In that he pointed out that the Symphony 

is divided into two parts, after the manner of Saint-Saens’s Fourth Concerto for 
Piano and Orchestra and Sonata for Piano and Violin. Nevertheless, it includes 
practically the traditional four movements: the first, checked in development, serves 
as an introduction to the adagio, and the scherzo (presto) is connected, after the 
same manner, with the finale. The composer has thus sought to shun in a certain 
measure the interminable repetitions which are more and more disappearing from 
instrumental music. 

The score of the C minor Symphony carries the inscription, “To the memory 
of Franz Liszt.” The Abbe died a good two months after the premiere, so 
that those observers who read into certain pages the grief of Saint-Saens at 
the passing of his celebrated friend were entirely in the wrong. Besides, the 
program at the introductory performance stated simply that the Symphony 
was composed expressly for the Philharmonic Society of London, implying, 
of course, dedication. 


R.C.B. 
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Concerto for Piano and Orchestra in (* minor, No. 2, Op* 22 

I. Andante sostenuto. II. Allegretto setter/,undo. III. Presto. 

A brilliant TECHNICIAN at the keyboard, Saint-Sums was the soloist in the 
premieres of all five of his piano concertos. We have the testimony of qualified 
observers like Anton Rubinstein, Wagner, Isidur Philipp, and Rumain RoHand 
of his phenomenal fluency and mastery of style. I It began to study the pane 
before he was three. At five he played a Orctry opn.i from score. At ten lie 
astonished a gathering of musicians in Paris with ptcc»H ions teats of mcrnoty 
and technique. Wagner recalls being "simply amu/cd" in tsrtfl at Saint-Sam's 
“skill and talent” in playing lengthy sections of Tn~t,m urnt UMc at the piano 
from memory. Philipp, who studied with him, spoke «.t the unique blend of 
esprit, rhythm, naturalness, tutd vitality in hts maun'* pi,mug. "Pure, dfc 
eled pianistic marvels,” he called Saint Sams's leadings, whether they wt 
of Mozart or Liszt. 

It was Anton Rubinstein, the great Russian pianist and u.mpser, wbo 
prompted the writing of Saint Sams’s ti tnttioi t nmetm tn April, 1W. 
Rubinstein, who was planning to conduct a at the Salle Plrvel, b 

Paris, invited the Preach composer to take pair m it, The Salle was booked 
up for three weeks. There was still time for a fast wntn to mm the deadline, 

“Very well,” said Saint-Sums, "I will write a vm-nm ha the occasion.’* 
Actually, it took him seventeen days to complete the wml. Of vumve, ideas 
for a second piano concerto had already hern hu//mg in hts head. Rubin¬ 
stein’s invitation helped crystallize them. 

The new Concerto was premiered at the Salle Pleva on May l1%H, widt 
Rubinstein conducting, and the composrr apjruiuig a- s-Tust, The fnttawiifg 
year Saint-Saens sent the G minor Com am t,, t,iv» t-<r -urn nut and atlvtK, 
In July, 1869, the celebrated virtuoso's trply aimed. The te.Mtou was favor¬ 
able, with some minor reservations about ie, hm» and development, IM 
wrote from Rome: 

The form of it is new and very happy. The intern ,t .a tit.- titter port tons jftftM 
increasing, and you take into just .nuitmt tio rti-, t bv piarn a *-*. tdumt •acritkig 
anything of the ideas of the comjto.rt, vs huh o uu rv--ood rob to tin,. Uv, of work. 
Ac the very outset the prelude on the jied.il G is mAm,; an i rosp.rnuit; after a Wf 
happy inspiration you do svisely to irponiti.r ;r at rV rod <4 ?h"' tu <t mnwmtlt 
and to accompany it this time with some chord*. 

Among the things which puttn ututy plrie utr I u.nr Thr •„ ho.mane pm^rm* 
(last line of the prelude ) atnl that sshnh .t'tftiuo’, bro-.-, -m m- p.ano and onhftW 
(from the last measure of page 5 repeated thru by d,e proe* ihie, pa^c HV, the 
arraugemcnc of thirds and sixths in tinny sr.un.l , Iiuuuim's -.hummus, p#jp 
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8 and 9, which opens superbly on the entry off the subject fortissimo; the piquant 
rhythm of the second subject of the Allegro seherzando, page 25. 

Possibly this would have gained somewhat by more combination and development, 
either of the principal subject or of some secondary subject ... I should like there 
to be some incidence and polyphonic entanglement, as the German Polyphemuses 
say. Pardon me this detailed remark, dear Monsieur Saint-Saens, which I venture 
to make only while assuring you in all sincerity that the totality of your work pleases 
me singularly. 

Liszt went on to say that he had twice played the Concerto to Sgambati, 
of whom Plants will speak to you as an artist above the common run, and 
even more than ordinarily dtstingu6!* Sgambati apparently responded warmly 
to the Concerto, for Liszt announced that the Roman pianist would play it 
the following winter. “It ought to meet with success in every country,” he 
added. 

The Concerto was first played in America at a concert of the Harvard 

Musical Association in Boston on Feb. 3, 1876. 


Concerto for Piano and Orchestra in C minor, No, 4, Op, 44 

L Allegro moderate. IL Andante. III. Allegro vivace; allegro. 

The G minor Concerto was played for the first time on Oct. 31, 1875, at a 
Chatelet concert in Paris, the performance being from manuscript. Saint-Saens 
published the work two years later with a dedication to Anton Door, the 
Viennese pianist and pedagogue who toured extensively for many years before 
teaching piano at the Imperial Institute in Moscow and the Vienna Con¬ 
servatory. The score of the C minor Concerto calls for two flutes, two oboes, 
two clarinets, two bassoons, two horns, two trumpets, three trombones, kettle¬ 
drums, and strings, besides the solo piano. 

Like Saint-Saens’s Third Symphony (and the Sonata for Piano and Violin 
as well), the C minor Concerto falls into two broad divisions, each consisting 
of two continuous movements. It was Charles Malherbe who first pointed out 
that, while the four movements of the classical symphony are present—Allegro 
moderate), Andante, Allegro vivace, Allegro—they lead not to four but two 
conclusions. To the noted French editor and scholar this represented “an 
economy of formulas more in accordance with the musical Habits o£ our time.” 
Others have found fault with both the Third Symphony and the *C minor 
Concerto for this very “economy of formulas,” condemning both works as 
departures from classical form. To quote Malherbe further: 

The themes are distinct, peculiar to each movement, but they intermingle at times 
in the developments, and die return establishes a sort of natural bond between the 
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different portions of the work. Thus the Andante in 4„ 4 of the first 
transformed to triple time in the second, and the first Allegro rcappei 
different measure in the Finale. 

The work begins with a sort of free prelude (Allegro moderate), G mi 
A theme of eight measures is given out alternately by the orchestra and 
forte; it is treated now contrapuntaily, now in tree preluding fashion* 
after the manner of a cadenza. This species of ititroihiitton leads to the ; 
of the movement* an Andante in A flat major, 4 4. Iltrrr are %dt and 
harmonies for orchestra with flowing arpeggios for the pianoforte. The el 
a simple melody, is developed at some length and enriched with varied < 
work. 

The second movement (Allegro vivace, C minor* T 4* begins w* 
scherzando. The theme of the prelude to the first movement ^ reappears 
tempo. There is a short Andante (C minor* 4 4) with reminiwnces t; 
movement. This leads to the finale (Allegro* C major* * 4), A theme th 
character of a folk song is developed energetically and brilliantly somrwbj 
manner of the rondo. 


Concerto for Violin and Orchestra in B minor, 

Op. 61 

I. Allegro non troppo. It Amiantimi ijtusi allrgtrtto, HI. Mulrn 
e maestoso; Allegro mm troppo, 

Of Saint-Saens’s three violin common, the third is the most hkrd 
played. Violinists favor it because it offers wide *iuipe lot varied 
display besitlcs abounding in melodic and poetic ch.itm. The same 
probably explain its abiding appeal to concertgom, !u jtopul.it ity the 
holds almost the same position in relation to the other two violm 
that Saint-Saens’s Second Piano Cumrrtu holds in relate m to the a 
concertos in that form. In his Irnok on Saint harm, Watson I,vie 
this to the B minor’s “jierpetuai ahvrness,” Also imtudrd among Sat 
works for violin and orchestra arc the Intwdwttm mJ Rortdtt C 
(Op. 28), written in 1861; a llatummc {Op, Xii; and a (Utpwr 
(Op. 122); besides a Marceau de mmw t,*\, composed in 188 
after Saint-Saens had completed his Third Violm (aimer to. 

The work was introduced at a Utatclet comm m Pam on fan 
with Pablo de Sarasatc as soloist. Sarasate was alio the v T >tst at d 
performance on the folkwing Feb. ,!fi, when Mane of bn Spann 
arrangements and the French premiere of .Max Ibmh'i S\ ,t ft th 
written especially for him, were aha/ featured. The Cotuntu wax 
the following year with a dedication to the great Spanish violinist. I 
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posed his first violin concerto and the Symphonic Espagnole for Saras ate; 
Bruch his second concerto, as well as the Scottish Fantasy ; and A. C. Mac¬ 
kenzie the Pibroch Suite . 

The Concerto inspired some highly imaginative writing among students 
of Saint-Saens. Otto Neitzel, for example, in his biography of 1899, speaks of 
the first and third movements as characterized by “somber determination,” 
which in the finale rises to “intensified passion.” Over the slow movement 
“the spring sun smiles ” And in the finale “a hymn serves as an appeasing 
episode in the stormy play of passion,” though “warring strings try to drive 
it away.” 

To the English biographer Lyle, the Andantino quasi allegretto, which of 
course is a barcarolle, was “like the echo of a song wafted across the expanse 
of a peaceful lake from a little boat drifting idly, with its freight of youth, 
toward the setting sun.” Lyle found the movement “languorous in its happi¬ 
ness.” As for the thirteen-bar cadenza of broken chords sounded in harmonics, 
it gave him a clear picture of a “most gradual evaporation of sound as the 
litde boat drifts out of sight.” 

Continuing the Lyle analysis: 

The third movement is full of life and virile force and the warmth of Southern 
skies. The solo instrument enters with a passionate throb that is like a smoldering 
fire, ready to burst into a fierce flame at the slightest encouragement. 

Soon we have a motive that will not be denied the happiness of life and is 
alternately assertive and cajoling. Then victory, victory that is intoxicated with the 
ecstasy of reciprocated passion; victory that sweeps onward in arrogant indifference, 
to whatever life may still hold, because it believes it has found love. 

Despite Watson Lyle’s panoramic prose, the Concerto is scored quite con¬ 
ventionally for solo violin, two flutes (one interchangeable with piccolo), two 
oboes, two clarinets, two bassoons, two horns, two trumpets, three trombones, 
kettledrums, and strings. 

Two strongly contrasting themes form the substance of the opening move¬ 
ment. The first, announced forte and appassionato by the solo violin, is of 
a vigorous and challenging character. The second, appearing in B major, is 
of more tranquil mood. The French biographer Georges Servieres regards it 
as “one of the most tender melodic inspirations from Saint-Saens’s pen.” 
Servieres had heard Sarasate play the Concerto for the first time in Saint- 
Saens’s home and was especially struck by the Spaniard’s style in differentiating 
the opposing themes. 

In the Andantino quasi allegretto (B flat major, 6/8) the solo violin chants 
the languid and graceful barcarolle, with the last figure of each phrase taken 
up by other instruments and the oboe presently repeating the theme. The 
finale opens (Molto moderato e maestoso, B minor, 4/4) with a violin recita- 
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tive to orchestral accompaniment. The solo voice then launches into a brisk 
Allegro, with support from bassoons and horns. A second theme, cantabile, is 
sung by the violin. A brusque third theme, in D major, also stated by the 
violin, appears, and after it a melody (theme No. 4) in G major of a religious 
suavity, given out pianissimo by muted violins and violas. In its serenely 
sustained mood the theme suggests Wagner’s Lohengrin prelude. There is 
elaborate development before the coda, built mainly on the third theme, sets in. 

L. B. 


Concerto for Cello and Orchestra in A minor. Op. 3 3 

I. Allegro non troppo. II. Allegretto con moto. III. Comme prima, un peu 
moins vite. 

[Played without pause] 

This, the first of two cello concertos by Saint-Saens, was composed in 1872. 
It was first played at a Paris Conservatory concert on Jan. 19, 1873, August 
Tolbecque, first cellist of the orchestra, doing the solo honors. The Concerto 
is dedicated to Tolbecque. 

The orchestration calls for two flutes, two oboes, two clarinets, two bassoons, 
two horns, two trumpets, kettledrums, and strings. The work does not follow 
the s orthodox form such as is found in the concertos of Mozart, Beethoven, 
Schumann, Brahms, and the others. Rather is it in one continuous movement 
with a principal theme running through each of what are in effect three 
sections. 

The Concerto begins (Allegro non troppo, A minor, 2/2) with the an¬ 
nouncement of the main theme by the solo instrument against a quivering 
figure in the violins and violas. The cello develops the theme, and later it is 
taken over by the orchestra. Following that a new subject appears through 
the solo cello. This is in F major, and it is given the benefit of a brief develop¬ 
ment, after which the former theme is reintroduced and developed at length 
by the solo instrument and the orchestra. At the conclusion of this a new 
theme comes through in a sort of episode (Adlegro molto, F major). Soon 
the music glides into what might be termed a new section (Allegretto con 
moto, B flat major, 3/4), which is a minuet. The muted strings utter the 
theme and the cello ushers in still another dance theme. There is a develop¬ 
ment of this material, with the minuet going to the orchestra, the slow waltz 
to the solo cello. Presently the strings return to the original subject. Then the 
cello enters a new phase, playing runs of sixteenth notes against a forte 
sequence by the orchestra. There is a melody in F major, offered by the cello, 
while the second violins and violas supply a syncopated background. A good 
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deal of solo passage work occurs. The first theme reappears, the tempo accel¬ 
erates, and the Concerto closes in a brilliant climax. 

? R. C. B. 

Symphonic Poem, "Danse Macabre/ 5 Op. 40 

Saint-Saens’s graveyard concert holds an honorable place in the realm of 
symphonic spooks. Composers turn to the theme of death a-dancing recur- 
ringly, and the annals of music creep with Darises macabres and Totentanze . 
A Viennese ballet opera by Titl is called Der Totentanz, Liszt’s Totentanz 
paraphrases the Dies Irae, and our own Charles Martin Loeffler once penned 
a Carnaval des marts, with a grisly danse finale. In short, when Death takes 
a holiday he goes tripping the light fantastic. 

Saint-Saens drew inspiration for his symphonic poem from a set of macabre 
verses bearing the same title by Henri Cazalis. In fact he first wrote music 
for the words, publishing the song and then discarding it as unsingable in 
favor of an orchestral piece. As such it was completed in 1874 and premiered 
at a Chatelet concert conducted by Colonne on Jan. 24, 1875, when it was 
promptly encored. 

Cazalis’s poem runs as follows: 

Zig et Zig et Zig, la Mort en cadence 
Frappant une tombe avec son talon, 

La Mort a minuit joue un air de danse 
Zig et Zig et Zig, sur son violon. 

Le vent d’Hiver souffle, et la nuit est sombre; 

Des gemissements sortent des tilleuls; 

Les squellettes blancs vont a travers l’ombre, 

Courant et sautant sous leurs grands linceuls. 

Zig et Zig et Zig, chacun se tremousse, 

On entend claquer les os des danseurs. . . • 

Mais psit! tout a coup on quitte la ronde, 

On se pousse, on fuit, le coq a chante! . . . 

(Zig, zig, zig, Death is striking a tomb with his heel in cadence. Death is playing 
a dance tune on his violin at midnight. The winter wind blows, and the night is 
dark. From the linden-trees come moans. White skeletons move across the shadows, 
running and leaping in their shrouds. Zig, zig, zig, each one gives a tremor, and 
the dancers’ bones rattle. Hush! they suddenly leave off dancing, they jostle one 
another, they flee—the cock has crowed.) 

The poem ends mockingly with the words “Vive la Mort et VEgalite ”— 
‘Long Live Death and Equality!” 
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In the Symphonic Poem, Death begins to tune his iititiic after 
strikes on the harp. With the flute taking up a theme, the we ini < 
under way in a monvenu'nt motlcW de t\dse. Death unreels a melutl 
mente), as the whirling grows in intensity and the xylophone rattl 
The scarcely recognizable Dies Irae is brought in. 1 he themes met 
pace quickens feverishly. The horns suddenly announce dawn, 
crows via the oboe, and the grisly crew disbands to the vanishing 
Death’s tune. 

When first heard in London, the Dtinse MjcJhy was greeted hy 
as “one of the many signs of the intense and coarse realism that ij 
into much of the musical composition— so<a!led ot the day." 


Symphonic Poem, "La Jeuncsse U’l lercule" ("The 
of Hercules”), Op. 50 

The action depicted in Im Jeimesse dllavule is Mimttuiiard in t 

The fable relates that Hercules on his entrain^ upon !tW mm two mad 
before him—“that of pleasure and that ul stilts. tnsnuahlr m the vdi 
nymphs and bacchantes, the hem chooses the pado ot a?and oamii 
end of which he catches a glimpse of the row aid ot mmuntabH, dtmugh 
of the funeral pyre. 

Muted violins, against other strings and wood winds, opm the m 
poem. After a roll of kettledrums the first subject w amtomu rd try its 
followed by a development section for sitings, wood winds and la 
violins discourse a subsidiary theme, wtffi wot id wind support, I* 
clarinet; take up a second subject, followed by dtr itta vn4tn% thru 
and the horn, softly* An allegro theme tor llttn* rutns ##\n shimmed 
and is taken up by the second violins* TSir lira wiSipM y* hy t, rtcld; 
out and mounting to a powerful mot, Womiwittdw loop, and bn 
the second subject by way of contrast, and in iltr rummy, k ladt ttr lit 
rises in full force, triumphantly* 
















Pedro Sanjuan 

BORN: SAN SEBASTIAN, SPAIN, NOV. 15, lB86. 

This music , which blends an orgy of sonorities with delirious frenzy, 
accomplishes what all great music does, that is, it satisfies the experts 
as much as it does the amateurs. —Andr£ Coeroy. 


Cuban Dance Suite, "Liturgla Negra” 

The Liturgia Negra (Negro Liturgy ), described in the score as an “A£ro- 
Cuban Suite/* is divided into five parts, o£ which the second, “Iniciacion,” 
represents a chant accompanying the medicine-man’s initiation ritual. The 
opening section of the Liturgia —entitled “Change”—is an invocation o£ the 
deity presiding at: sessions of African magic and empowered to ban evil spirits. 
“Babaluaye,” the third part, invokes the god o£ resurrection and “the eternal 
fusion of spirit and matter.” The fourth section “Canto a Oggun” is a hymn 
to Oggun, the god of moonbeams, in which he is made a kindred spirit o£ 
Change by the officiating sorcerer. “Comparsa Lucumi,” the final section, 
represents “the parade of gay and noisy chieftains (lucumi)” in the streets o£ 
Havana on Kings* Day in colonial times. 

Mr. Sanjuan explains the origin and ceremony of the Afro-Cuban rite in a 
prefatory note in the score: 

The slaves of the colonial period, who originally came from the west coast of 
Africa, continued to practice their ancient rites in Cuba, father transmitting them 
to son. Kvcn today all this is preserved with the same rigors as formerly, and 
although gay and noisy parades of revelers are no longer seen in the streets of 
Havana, as on the Kings* Day in the colonial period, one can still, though not 
without some difficulty, be present at the festive rituals in certain districts where the 
real “Cabildos” of Afro-Ouhan origin hold their meetings. The religious practices 
of the “initiated” are countless, but practically all of them include the same ancestral 
invocation to their deities, manifested in the form of ritual dances and magic tricks, 
a very complex and exotic cult. 

During the Gabildo ceremonies the drumming grows in frenzied insistence. 
The “initiated,” maddened by the ceaseless throb o£ sacred drums, dances on 
feverishly, until, possessed of the “god,” he lapses into “a sort o£ epileptic fit*’ 
to the accompaniment of primitive chants. Mr, Sanjuan’s suite is built around 
some of the actual chants and rhythms employed in the initiation services, 
though as a whole the work is a reflection o£ the composer’s personal impres¬ 
sions* 
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“It would be difficult to define the exact source and circumstanc 
give rise to these chants and rhythms,” Mr. Sanjuan writes, the list 
imagine himself in any part or section of Buatubacoa or Regia in 
always mindful, however, of the fact that this Utur gw AVgm is not 
as a literal note-for-note reproduction of the ritual music." 

On the percussion side the score calls lor (atban tyutp.mi {resemble 
claim, one larger than the other and producing hard, indefinite suit 
Guiro, the Maracas, the Clave (consisting of two pieces of wood, or 
against the other), and the Cencerro (resembling a cow Ml wit 
clapper and struck with a short metal rod). 

Mr. Sanjuan left his native Basque province early to study music ir 
He was the pupil of Perez Casas and Joaquin Turina More he 
violinist in the Madrid Symphony Orchestra (I'M' P J H). In I'kM 
conducting the Orquestra Sinfoniea of Havana; and as tonnder of 
Philharmonic helped to give vital imjietus to musical activity in hit 
country. His orchestral works include an overture i'l / ,lc 

piano concerto, and several tone poems, among them JfrttJuj, hesidt 
number of songs and piano pieces. His htur^h :\V,;m won the 
Music Prize of Spain in l‘H4. The American premiere *4 "hn, t.ntdn" 
at a Philharmonic-Symphony concert in the I,ewe.,4m Stadium, N< 
on June 24, 1941. 
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Ernest Schelling 

born: belvidere, new jersey, july 26, 1876. died: new york city, dec. 8 , 1939. 

The seeds he sowed in awakening a love and understanding of great 
music in the minds and hearts of thousands of our younger genera¬ 
tion will in time yield a rich harvest .— Howard Barlow. 


"A Victory Ball”: Fantasy for Orchestra 

The poem of Alfred Noyes A Victory Ball was the inspiration for this com¬ 
position. Ernest Schelling had been a major in the United States troops during 
the First World War. He had seen service in France and later, as he explained: 

I had come back from Europe, still very much under the impression of the 
cataclysm, much troubled for the future, and was amazed to find that so few seemed 
to remember what the war had really meant with its sacrifice of life and youth. 
I wondered, when watching the seething mass of humanity at some cabaret, what 
our boys would think of it all, and I had a sinister vision. ... I came across Alfred 
Noyes’s poem, while in this mood, and was impelled to use it as the basis of an 
orchestral fantasy. 

Alfred Noyes pulled no punches when he wrote lines like these: 

The cymbals crash and the dancers walk, 

With long black stockings and arms of chalk, 

Butterfly skirts and white breasts bare, 

Anti shadows of dead men watching ’em there. 

Shadows of dead men stand by the wall, 

Watching the fun of the Victory Ball. 

They do not reproach, because they know 
If they’re forgotten, it’s better so. 

Under the dancing feet are the graves 
Dazzled and motley, in long bright waves. 

Brushed by the palm-fronds, grapple and whirl 
Ox-eyed matron and slim white girl. . . . 

“What did you think we should find?” said a shade, 

“When the last shot echoed and peace was made?” 

“Christ,” laughed the fleshless jaws of his friend, 

“I thought they’d be praying for worlds to mend.” 

“Pish ” said a statesman standing near, 

“I’m glad they can busy their thoughts clscwherel 
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We mustn’t reproach ’em. They’re young, you *eel* 

“Ah,” said the dead men, “so were we!" 

Victory! Victory! On with the dance! 

Back to the jungle the new leasts pruned 
God! How the dead men grin by the wall, 

Watching the fun at the Victory Ball. 

In describing his work, the composer wrote, "I have used two Army 
calls—the ‘Call to Arms’ and ‘Charge,’ which otumoudv usher in the 
Vision—and at the very end of the piece I have used ''laps.' The wori 
perfectly free fantasy, with, however, a certain amount of thematic do 
ment.” 

Music for the ballroom is heard at the beginning of the piece, a pole 
hints of the foxtrot, and the tango. This is followed by trumpet calls 
the music evokes a vision of the hosts of war. The brasses suddenly intot 
Dies hue. With that the dance begins again. It is a wait/, which soon 
way to the tempo of marching feet, as the Scotch pipm tread over the; 
proceedings. There is a resounding climax anti, as the music stilish lcs~* M i 

Ernest Schilling, distinguished pianist, pedagogue, learner, and com 
began the study of music with his father, Dr. Felix K, hdlmg, He mat 
debut in Philadelphia at the age of five, and at nine he tw» ame a sntdi 
the Paris Conservatory. He achieved fame as a child mitalu, making $ 
tours of Europe. In later years he circled the gM*r many times in his a 
travels. In New York City he is remcmlicrrd not only for his emitter 
pianist and composer, but also as the founder of the I'bdhamtonk-Symj 
Society’s Young People’s Concerts, which he conducted until his death. 

Schelling’s A Victory Ball is imerilrd "To dir Memory of ,m Ami 
Soldier.” The composition has been jterformrd fmjtsettfly by the le 
orchestras in this country and abroad. It may not lie genet ally knowr 
Scheliing arranged it for the band of the late |«lm Philip Noma, who | 
it some 300 times. 
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Arnold Schonberg 

BORN: V1ENNA > SEPT. 13, 1874. NOW LIVING NEAR LOS ANGELES. 

It is possible, of course, that Schonberg is another Cizanne, an artist 
misunderstood and despised during his lifetime, only to be canonized 
after his death. But at present it would seem that his influence, not 
Jus wor!{, is to cast the longer shadow .— Richard Anthony Leonard. 

"Verklarte Nacht*" ("'Transfigured Night**), Op. 4 (Ar¬ 
ranged for String Orchestra) 

The present composition was written originally for a string sextet. How¬ 
ever, the composer, aware of the work’s rather wide scope, added a double-bass 
part to it, besides making some revisions for the sake of orchestral balance and 
unity. In this lorm it has been frequently performed by orchestras. 

Vp'l^lartc Nacht was written in 1899, when Schonberg was a mere twenty- 
five, and a pupil of: Alexander von Zemlinsky. In all, it took the young 
Schonberg three weeks to create this music, which is today the most often 
played of his works. It was born in a definitely prcatonal period in the com¬ 
poser’s life and during a time when the Wagnerian influence—emotionalism, 
chromatics, and the rest of the magic—was at its strongest. 

1 lie inspiration lor VcH{larte Nacht came from Richard DehraePs poem 
Wah and die Welt, a fragment of which is printed on the flyleaf of the score. 
Henry Krehbiel thus paraphrased that excerpt: 

Two mortals walk through a cold, barren grove. The moon sails over the tall 
oaks, which send their scrawny branches up through the unclouded moonlight. 
A woman speaks. She confesses a sin to the man at her side: she is with child, and 
he is not its father. She had lost: belief in happiness, and, longing for life’s fullness, 
for motherhood and mother’s duty, she had surrendered herself, shuddering, to the 
embraces of a man she knew not. She had thought herself blessed, but now life had 
avenged itself upon her, by giving her the love of him she walked with. She staggers 
onward, gazing with lackluster eye at the moon which follows her. A man speaks. 
Let her not burden her soul with thoughts of guilt. See, the moon’s sheen enwraps 
the universe. Together they are driving over chill waters, hut a flame from each 
warms the other. It, too, will transfigure the little stranger, and she will hear the 
child to him. For she has inspired the brilliant glow within him and made him too 
a child. They sink into each other’s arms. Their breaths meet in kisses in the air. 
Two mortals wander through the wondrous moonlight. 
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Philip Hale, remarking on this composition, once wrote: 

Schonberg’s music, to be enjoyed, does not need either the original verse or the 
paraphrase. Indeed, it would be better if the argument were not printed for the 
concertgoer. As it is, he may be too anxious to discover the emancipated woman and 
the good, easy-going, complaisant man in the music, and be oblivious of the strains 
of beauty and passion. For this music, on the whole prolix, has beautiful and 
passionate pages of compelling eloquence. Other pages are a sandy, dreary waste. 
The impression would be still stronger, the music still more significant, if the com¬ 
position were much shorter. "Whether the music itself gains by the revision and 
enlargement is a question that admits of discussion. 

That particular question, insofar as Egon Wellesz, Schonberg’s biographer, 
is concerned, is closed, to judge from the following declaration: 

As might be expected, the setting of a program to music, and especially in a 
youthful work full of the zest of life, has made the music of Ver\ldrte Nacht some¬ 
thing unusually dramatic; so much so that one could wish in many places for 
greater fulness and strength of tone. Hence, when this work is played in large halls 
it is a good idea to increase the number of performers. This certainly reduces the 
intimate effect of certain passages, but, on the other hand, it gives to the whole a 
far greater intensity, bringing out more clearly the flight and elan of the composition. 

Ver\l‘arte Nacht consists of five sections. The second refers to the “passion¬ 
ate plaint of the woman, the fourth the sustained answer of the man.” The 
first, third, and fifth sections are of “more epic nature and so portray the 
deep feelings of the people wandering about in the cold, moonlit night. 

The listener, of course, will either consider this as abstract music or attempt 
to trace in its measures the progress and implications of the poem’s “argu¬ 
ment.” He is welcome to whichever choice he makes, Dehmel, Schonberg, 
Krehbiel, Hale, Wellecz having made theirs. 


'"Theme and Variations for Orchestra/ 5 in G minor, 
Op. 43B 

Composed in October, 1943, this work was first scored for band. Schonberg 
intended it primarily for school use and gave it the opus number 43A. Later, 
on a suggestion of his friend the late Carl Engel, he rescored it for symphony 
orchestra. The new opus number was 43B. In this version the composition was 
premiered by the Boston Symphony Orchestra on Oct. 20, 1944. 

First among the score’s surprising features is the use of a key signature. 
The tonality of G minor is fixed and definite. With Arnold Schonberg this 
is real news. Key signatures have been so rare in the output of this “atonal” 
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innovator that, except for the G major Suite of 1934, the student must search 
back to 1907 for another—the F sharp minor of the String Quartet. 

A partial explanation has been given for Schonberg’s two lapses from 
atonality. John N. Burk, in his Boston Symphony program note, suggests 
that the G major Suite of 1934 was designed for “amateur uses,” basing his 
theory on Schonberg’s own reference to it as a “school suite.” This also applies 
to the Theme and Variations, written first as “Variations for Band,” with 
students in mind. The composer evidently realized that youngsters uninitiated 
in the mysteries of his twelve-tone system, might perform the music. So, the 
surmise that Schonberg had given up the twelve-tone technic and “returned 
remorsefully to normal composing” was perhaps wishful thinking. 

Largely because of the use of orthodox tonality, Theme and Variations is 
relatively simple beside other works of Schonberg. Yet there is rich polyphony 
throughout, and the finale is an elaborately worked out contrapuntal web. 
A lyric and introspective mood marks some of the variations. The theme 
itself, of rather bold march character, is given out by the winds, thus retaining 
the decided band flavor of the original. Mr. Burk has quoted the composer’s 
own statement regarding the variations: 

In general, the variations proceed in the traditional manner, using motival and 
harmonic features of the theme, thus producing new themes of contrasting character 
and mood. In the first two variations the tempo increases considerably. Variation III 
is an adagio of a more songful character. Variation IV is a stylized waltz. Varia¬ 
tion V, molto moderato cantabile, is a canon in inversion. Variation VI is very fast 
(alia breve) and violent in character, while the texture is contrapuntal. Variation VII 
approaches the style of a chorale prelude. The finale, as usual in classical music, 
adds a number of ideas, which vary only part of the theme. The treatment is mostly 
contrapuntal, and the aim towards a final climax is predominant. 

The sections are marked as follows: Theme, Poco allegro; Variation I, 
Poco allegro; Variation II, Allegro molto; Variation III, Poco adagio; Vari¬ 
ation IV, Tempo di valse; Variation V, Molto moderato cantabile; Variation 
VI, Allegro; Variation VII, Moderato; Finale, Moderato. The scoring calls 
for two flutes, piccolo, two oboes, English horn, two clarinets, bass clarinet, 
two bassoons, contra-bassoon, four horns, three trumpets, two trombones, 
tuba, tympani, bass drum, cymbals, triangle, snare drum, glockenspiel, tam¬ 
bourine, xylophone, gong, chimes, and strings. 

To return to the question of atonality in Schonberg’s music: it is curious 
that, though the composer abandoned tonality in 1907 and shortly began 
experimenting in the twelve-tone scale, he has never himself spoken of his 
music as atonal. He has even denied that any of his compositions is “at 
variance with the principles taught by the old masters.” He does not con¬ 
sider his twelve-tone scale as a credo, merely as a technic. Thus, the occasional 
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switch to another technic or kltum is natural on the principle rh.it the raw 
and purpose o£ a eumpsition dictate its language. Mr. Sclnutlierg has j 
tliat the particular things he had to say could he said •*«'■>• tst his twelve-tt 
scale. But he disavows "any predetermined fltcoty or ha mala. lie maims® 

If the composer does not write from the heart, hr wnpk cannot produce gt 
music. I have never had a theory in my life, f get a mn a.al idea tor a lompeniti 
I try to develop a certain logical and bcautihii eoturptfon, an I l tiy to clothe 
in a type of music which exudes from me Manual! v and uwv.uhU. I do note 
sciously create a tonal or a polyttmul or a polvplait.it mini.. 1 wutc what I f«( 
my heart—and what finally comes on paper is what tif.t touf.cd thtmtgh every fi 
of my body. It is for this reason I cannot tell anyone what the style «f „ 
composition will lie. For its style will be wiutrw-i I feel when I develop ( 
elaborate my ideas. 












Franz Schubert 

BORN: LICHTENTHAL, SUBURB OF VIENNA, JAN. 31, 1797. DIED: VIENNA, NOV. 19, 1828 

My music is the production of my genius and my misery .— Schubert. 


Symphony No. 2 in B flat major 

I. Largo; Allegro vivace. II. Andante. III. Menuetto: Allegro vivace. 

IV. Presto vivace. 

It has been said of Franz Schubert that he has no superior and few equals 
in the spontaneity of melodic invention. Lacking the thorough training of 
the cultured composer, he could, nevertheless, envision whole worlds of 
song, according to the dictates of a very individual urge to express himself. 
I he influence of Mozart and Beethoven is strongly marked in many of his 
works, an influence that he did not try to escape, by the way. Philip Hale 
once emphasized the peculiarly personal quality of Schubert’s gifts. He said, 
“His voice was his own; his melody was unmistakable, and as the boy devel¬ 
oped and wrote, not merely because he wished to write, but because for him 
there were no other ways of expression, his harmonic schemes, his surpassing 
merits, his weaknesses, his failures, were equally individual.” This Symphony 
was begun when Schubert was not yet eighteen, on Dec. 10, 1814, and finished 
on Mar. 24, the following year, seven weeks after his eighteenth birthday. 

An introduction of ten measures (Largo 4/4) ushers in the first movement 
proper (Allegro vivace, B flat major, 2/2). The development is of no great 
consequence and, alter some experimental touches here and there, a second 
idea is presented and the movement is then taken up with repetitions of 
thematic matters, more development, and so on. 

Ihe second movement is an Andante in E flat, 2/4 (theme and variations). 
The variations have a Mozartean flavor, and they are well balanced and 
agreeable. 

The Menuetto (Allegro vivace, In C minor, 3/4) is likewise charming and 
well constructed. 

The finale (Presto vivace, B flat, 2/4) is perhaps the most interestingly 
made of the four movements. The initial measure of the first theme of this 
section is later given a development of excellent effect. Also worthy of mention 
is the fact that the second theme in E flat appears at the end in G minor, 
showing that even early in his career Schubert liked to depart from classical 
restraints. 

6oi 


It. C. B. 
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Symphony in C minor, No. 4 l r.i|*ic ) 

I. Adagio nwlto; AUcgiu viu.-. 11. Amiauv. 111. Memtrtim Alfeg 

vivace. IV, Finale: Allegro. 

By the time Schubert was nineteen years *»M k- had abeudv cnmpnedfa 
symphonies. His first, D Major, was o .indeed m Mb 4 k «m«u|, B | 
major, in 18144SH; his thud, H Map-r, W •. and 'he pm,nit wcrlt, 
Apr. 27, 1816. The Trays **v «/*«». it u.e. . vr.t hv Henry Edwa 
Krehhiel, had remained unpublished, “as a wm-W M eight yon. 
1870 the'Andante was given wpatatr puhln.ii mu .md m <b.- s.mtr year’s 
published also a four-hand piano vet-mm .•* the come symphony. in 1 
however, lkeitkopf and i I ntel’s (’omplen* 1 ,hu, n <1 S.hubrrt’s wot 
brought forward die full score. . d 

The title of the wotk, Tr.i s u\ has pmed a purm-.ihu ps.Thm tor a nutnl 
of years. Sir ticurge tdovr u>nM ttud n * to.- u i. : >,st,h a tfarripi 
hazarding a guess that Jnhidrtth pom-v 11 ; u l*vu the mtpir.uk 

Percy (luctschuts, on the other hand, trip. »j. m -* mi,* »>. « 

inaccurate, pompous, and a hit piet.-iidat., !■“.•; ; it.-. mmnmrci 

knows wlut tragedy signifies ,:t h,*.t *>. his h.,.-. T, , «* t ,-pti,#) 

it upon what he has read or heard, Inti it*-' i:;,. i , ! hi. t«d km« 

Therefore, there is to lie tumid m (ho Smpf>e,n j-* - t'-e; .1 *ut, aititieh 

emphasized dramatic stum im th- tu a ami he'- a... only h and a ( 

pathetic touches, hut, no genuine tiagr. oiitiuU'.f*. 

Another observer, Hermann < »i.dmn, so., m h;* pi *t.« - i>< she Fallen!* 

edition of the score that dn t«* w e. soils'* tce..*ss I -<1 T, ■ o. , h*, ".Vtirr the I 

three joyful .symphonic lw i.jhim "tL- »■; - -v,: >f die fe§ 

breathes a spirit of mu tow and resignin' at, d.-aidi f!, • .,.Jm*a,{ t» is nut i 
maintained.’' 

The score of the Punish Symphony id's f •> , the-., ?*»,.» oWt, c 
clarinets, two bassoon-,, two horns, ov, u 5 l.itstr., and strifl 

The first movement opens wuh ,t A-w hi j, ! ,,,-i h - ! hv t tmiwft 
fortissimo for full orchesria. *U,i* {is a sd..; .. -/.eh a ■.! unme melt 

and, after a while, the chief wl-jr,? .; >.!• • ,-.e *, j,rd softly by,( 

strings. A second stjbjr,t h laVu up !, */,•• . 'u\,, id- he*, „i AJ 
instead of the expected !■’, fla, with dir ir ,, • imi|iosi«| 

in G minor, rather than in the d»-istm nu. A . H •» r m. ;■ 1 
The second movement ti in ■■•.m.r.fjiu h„s:, . . 1 5,i4<,ly ftif I 

strings, which are joined i» \nr 1'S l.y an »'«• \V, 1 , pi. - - * J, l r .utd p®f 

simo. A contrasting scijncnr e, of igon-d J*.»i ,< "•*?, n j. ‘-'.rd ai'-ttwtl 
tranquil music, with the latter fmuih pirs^im,, 

, 
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The third movement is more of a Beethovenish scherzo than a Menuetto, 
its title. There is some very interesting chromatic writing in it, and a trio is 
especially effective. 

The sonata-form final movement boasts a particularly beautiful second sub¬ 
ject and the astonishingly pat handling of the orchestra by a nineteen-year-old. 
A long coda in C major concludes the Symphony. 

Again with respect to this Symphony Grove has said that in the Andante 
and the Finale “we have exceedingly happy examples, in which, without 
absolutely breaking away from the old world, Schubert revealed an amount 
of original feeling and an extraordinary beauty of treatment which already 
stamp him as a great orchestral composer.” 

Speaking of the early symphonies, Grove continues: 

But whether always original or not in their subjects, no one can listen to these 
first six symphonies without being impressed with their individuality. Single phrases 
may remind us of other composers, the treatment may often be traditional, but there 
is a fluency and continuity, a happy cheerfulness, an earnestness and want of 
triviality, and an absence of labor, which proclaim a new composer. The writer is 
evidently writing because what he has to say must come out, even though he may 
occasionally couch it in the phrases of his predecessors. 

Beauty and profusion of melody reign throughout. The tone is often plaintive, 
but never obscure, and there is always the irrepressible gaiety of youth and of 
Schubert’s own Viennese nature, ready and willing to burst forth. 

E.C.B. 


Symphony in B flat major, No. 5 

I, Allegro. II. Andante con molto. III. Menuetto: Allegro molto; Trio. 

IV. Finale: Allegro vivace. 

It took Schubert four weeks to compose this Symphony, which was com¬ 
pleted by Oct. 3, 1816. It was first performed at a semiprivate session in the 
same year. It is generally supposed that the Symphony, together with the 
Third in D major, the Fourth ( Tragic) in C minor, and the Little Symphony 
in C major, was written for a small orchestra—which had grown up from a 
string quartet that used to perform at the house of Schubert phe. The work 
is also known as the “symphony without trumpets and drums.” 

The score of the present Symphony was believed lost for a great number 
of years. George Grove and Arthur Sullivan came upon the orchestral parts, 
which were in the possession of Johann Herbeck in Vienna, in 1867. Herbeck, 
by the way, had discovered the Unfinished among some musty old papers in 
the house of Anselm Hiittenbrenner two years previously. In any case, the 
score of the Fifth was eventually found at the Royal Library of Berlin. A 
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four-hand piano version was published in 1872 and the complete score in 1882. 

Perhaps, it’s to be expected that the composer’s early essays in the symphonic 
form should have been influenced by a galaxy of celebrities, including Mozart, 
Haydn, Beethoven, Weber and even Rossini. (One might play a neat little 
game of tracing interinfluences among these, too.) And it is not altogether in 
matters of construction and development that this holds true. Parenthetically, 
there is a bit of melody in the first movement of Schubert’s Second that flirts 
outrageously with Beethoven, and another bit in the following Andante that 
pays slavish homage to Mozart. However, we should be doing an injustice 
to Schubert were we to assume that anything but pure coincidence had to do 
with the similarity. He was, in fact, melodically too prolific to be bothered 
with borrowing. 

It is common knowledge, by now, that Schubert’s symphonies of this par¬ 
ticular period are decent models of form. The B Flat is devoid of long 
developments, rather giving the impression that its composer, as Donald 
Tovey says, “relished the prospect of having nothing to do but recapitulate.” 

Tovey flays those authorities who charge Schubert’s “later defects to his 
lack of sound early training.” And he declares further, “Schubert’s early forms 
are stiff. And, as the upholders of musical orthodoxy were in the ’eighties 
(and are still) painfully puzzled by any forms that were not stiff, they were 
in no position to criticize Schubert’s early education or its early and later 
results.” 

As for Schubert’s “later defects,” he suggests they weren’t so much that as 
attempts at new forms, all of which makes, apparently, a pretty’ strong case 
against the musical pontiffs. 

Be that as it may, the Symphony has known its share of neglect. The first 
performance in this country was apparently given it by the Boston Symphony 
Orchestra under the direction of George Henschel, in Boston, on Feb. 10, 
1883. It was played in New York by Sam Franko and the American Sym¬ 
phony Orchestra on Feb. 4, 1902. Henry E. Krehbiel’s program notes informed 
all and sundry that he had not been able to find any record of previous per 
formance in New York, singular or plural. The Symphony was first played 
under the auspices of the Symphony Society of New York on Nov. 3, 1927, 
with Fritz Busch conducting, and the Philharmonic-Symphony Society’s 
initial experience with it came under the guest-directorship of Georges Enesco 
on Jan. 20, 1928. 

The first movement (Allegro, B flat major, 4/4) opens with four enchant¬ 
ing measures for wood winds and violins, after which the playful first theme 
enters pianissimo in the strings, the lower strings answering the higher. After 
due working over of this theme the strings give out the second, and even more 
Mozartean, theme piano. The development section is short, followed by the 
unorthodox beginning of the recapitulation in E flat. 
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The second movement (Andante con moto, E flat major, 6/8) has the 
melodic and harmonic richness o£ a Schubert Lied. The chief subject, given 
out softly at the beginning by the strings, is, however, tinctured with Mozart, 
as a comparison with the rondo of his F major Sonata for Violin (K. 377) 
will prove, 1 lie movement is in sonatina form, without a development section. 

1 he third movement (Allegro molto, G minor, 3/4), though marked 
Men net to by Schubert, is really a scherzo because of the tempo. In spite of 
important diflerences, it inevitably recalls the minuet of Mozart’s G minor 
Symphony. I he I rio in G major has been called by Tovey a regular rustic 
dance, with more than a suspicion of a drone bass. In the first part of the 
1 rio the hearer can detect a resemblance to the popular song “Ach, du lieber 
Augustin," and in the second part, to the song generally known as “Schubert’s 
Serenade.” 

In sonata form the Finale (Allegro vivace, B flat major, 2/4) rims a blithe 
early -Schubert ian course, punctuated by episodes of deeper significance. The 
two principal themes, the first wholly frolicsome, the second tinged with wist¬ 
fulness, both given to the strings piano, are deliciously Mozartean. A codetta 
in triplets, which rounds off the exposition, concludes the symphony in a 
rush of merriment. 

The work is scored for one flute, two oboes, two bassoons, two horns, and 
two strings, 

R. e. b. 


Symphony in G major, No. 7 

1. Andante; Allegro nut mm troppo, II, Andante con molto. III, Scherzo: 

Allegro vivace; Trio. IV, Finale: Allegro vivace. 

Tnor on not performed till after Schubert'\s death, the C major Symphony 
was completed in March, 1828, according to an inscription on the manuscript. 
It would tints seem that Schubert never heard a note of the Symphony, except 
<m his own piano while composing it. However, it is generally believed that 
St hubert was present while the work was in rehearsal at the hall of the 
Musikverein of Vienna. After making correct urns, Schubert supposedly sent 
the society the score, at its request. Apparently the men had difficulty with 
the lengthy work. On the composer’s advice, it was withdrawn, and his earlier 
O major Symphony, written m 1817, substituted. When submitting the score 
to the Mmikverem, Schubert remarked that he was through with song writing 
and now planned to “confine himself to opera and symphony." 

A month after Schubert’s death the Viennese Gescllschaft der Masikfreurule 
performed a "C major Symphony" by Schubert in the Redoutensaal, repeating 
the work the following Mar. 12. While most biographers and annotators 
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assume the symphony to have been the earlier one in that key, one or 1 
hold out for the later symphony. 

In any case, the score gathered dtur for ten war; atm.! a pile of 
in the possession of Schuberts htothcr Endm.md. Then one day 
Schumann paid the brother a visit iu Vienna, S:i a Icm-r r„ tlvr lafip/ ( 
lishers, Brcitkopf and llartel, Sthtmwnit damsibc-, IVrhnaiu! ,S,hiil>frt’jB“i 
poor schoolmaster, entirely without mean..” These wn.- n,;hr children to 
support, and all that remained as a legacy of the gifted l‘mu.,* was this he® 
of musty manuscripts. Rummaging tltrotsgU *.j, S. " hsuweretf the 

great C major Symphony and prompt U oim-.iun..\l hr rind m the Leipzig 
house. So warmly was the wmk ucoumuntded »•*. h*;a that Mendrhmhn 
persuaded to conduct what is widely accepted ,n u, pwm;«e at a (irwainlhaw 
concert in Leipzig on Mar. 21, I'T'h 

Though himself in elite straits at the tistir, d, Intnuun ».<■.! all his power] 
of persuasion to get JiclurU-rt's needy biotiur a baud >mu- pri, r f>.r the precious 
hoard of manuscript. &lumi.nm\ devotion t.. 0 ;*.* luern- ■»*, Ss'ltuhm k 
further shown in a little episode «•».niters.! wt'h. h vim to the grave* of 
Beethoven and Schuiiett. Near the lumbwonr rr gi,»vc he found 

a steel {ten. Stirred by romantic un «»., So- u ■. .me! -t, Writ it he aim* 
jxjscd his B flat major Symplvmv, And wrh is hr c.-T ti.r jhijnodiv review 
of the Schubert C major, iolloum,; she 1 up.• In T a teview re¬ 
appears the famous reference t«* the work'. Tw w.-aV h-nz/h, without which 
no account of the Symphony is complete. Sebum.um wt<cn 


In Schubert’s symphony, in thr iraitijuirni, glow* hr* r herein ac 

fleeted, I see Vienna more tteuity mirrored thm rsr», .to.! »<.■ ; t !jo.| some jrrfwtly 
than before why such works are native to »!»«■ n,*ir Ji.-.t,; I I will not try to 
extol and interpret the symphony; men in th-' .klri-mt ■.u-.y » of hie take such 
different views of the impressions they driive h.-m .one*. »*,*,, ,»<i4 «hr yutithdf 
eighteen often discovers in a symphony the r,bo*,t souse wod,! u t.h* emit, where the 
mature man sees hut a local matter, whctm-i rhr om-.! uu ha-. never thought d 
either the one or the other, and !ui ninety j*o»trd r..t.’h loco hr, heart rlie vciyiwt 
music he could give. 

But grant that we hrlteve that «*. rnrtri wod>*, Us fan, tomorrow dark, fray 
apjwal deeply to the inmost heart of the j.*iri .tod iwicm:, and that inure tfuw 
merely lovely melody, something alw.ve .im 4 l.ry.-n ! u. .u.-f these rwnlidK 

have been portrayed a hundred times in mss.i,, !r-<. . m, - - I at sh;-, symplttiB)-* 
nay, more, that we are by the mow tMwp>i>r.| m ...» ir Mr tan new 

remember to have been Iwforr-ao exjwtifme a!l this i*,r d«-,i hum to symptom 
sueh as this. 

f Elerc we have, besides masterly {tower over the isum- a! r«* hoi, .<h»b-. of rompest* 
tion, life in all its phases, color in exquisite gudatimj», th- i«.t*,t;i.v-r accuracy id 
fitness of expression, and, permeating the wlioh .1 '.pun ,a soiiHiur with® 
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we recognize in other works of Franz Schubert. And this heavenly, long-drawn-out 
symphony is like some thick romance of Jean Paul’s in four volumes, which can 
never end—and, indeed, for the very best reasons, in order that it may draw along 
the reader with it up to the last moment. How refreshing this feeling of satisfaction 
of being deceived by the large wealth of melody, whereas with other composers one 
always fears the end, and feels often saddened by the feeble conclusion! 

Schubert’s easy and brilliant mastery over the resources of an orchestra would be 
unintelligible, if one did not know that six other symphonies had preceded his last 
effort, and that he wrote it in the full maturity of his powers. Those gifts must be 
pronounced extraordinary in a man who, having during his lifetime heard so little 
of his own instrumental works, succeeded in so masterly a handling of the general 
body of instruments which converse with one another like human voices and chorus. 

The Andante introduction (C major, 4/4) of the first movement opens with 
a nobly tender theme announced by the horns in unison and destined to play 
an important part in the Allegro section. Later the wood winds take it up, and 
cellos and violas continue it. There is a resounding crescendo, and the main 
theme of the movement, a kind of hunting motive, is given out in sturdy 
rhythm by the strings (Allegro ma non troppo, C major, 2/2). A second theme 
of contrastingly idyllic mood soon enters by way of oboes and bassoons in 
thirds, with string support. Wood winds join in, and the whole orchestra 
reaches a stirring fortissimo. During the development the trumpets, in unison, 
solemnly recall part of the opening horn theme, while the rest of the orchestra 
discourses fragments of the second theme. An elaborate working out of this 
material follows, the themes are brought back, and the horn theme of the intro¬ 
duction returns with redoubled vigor, given out first by wind instruments, then 
by the strings. 

The second movement (Andante con moto, A minor, 2/2) is constructed on 
two subjects. The first, a plaintive, haunting melody chanted by the oboe to 
string accompaniment, suggests a gypsy tune. The second subject appears 
pianissimo in the violins, closing with a beautiful horn passage. “All is hushed,” 
said Schumann, “as if a celestial host were moving about the orchestra.” With 
the return of the first theme in the oboe, there enters a famous passage for solo 
cello, in tender vein. After the second theme is freshly treated, the horn passage 
is repeated and the movement trails off with the main march theme. 

The Scherzo movement (Allegro vivace, C major, 4/4) has been called a 
game of “hide-and-seek of two rhythms through the orchestra: six headlong 
eighths and three headlong fourths.” Exuberant humor and wistful romance 
combine ip this movement. The strings in octaves announce the subject. Phrases 
are added by wood winds and horns. A lighter theme for strings is brought in, 
with bassoons and clarinets accompanying. The Trio (A major), in sharp con¬ 
trast with the rollicking rhythms of the main section, is “the perfect romantic 
song,” typically Schubertian in its inimitable tenderness. It is introduced by 
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horns and clarinets. “Expressively played" wrote F.dtnoumUtonv l lunctn, “tfe 
Trio might easily draw* tears." 

The brilliant Finale (Allegro vivace 1 has hmi <“mpated m ,t variety of 
exciting phenomena. The mythical Phart.mh tide in the suss chariot was 
supposedly pictured there. Our commentator hinted the movement to the 
approach of the Stone (hiest in Mo.utt’s />« OVr,m«s, Others have called it 
an “orgy” and “ferment'' of giant tin ditto. "A u-uhbn.>w; whirl of aspiration; 
was one aide's phrase for tt. Another viewed it ,n IvUigistg “in the ettuntty 
of the gods." Felix Weingartner confessed th.it the taioa produced u« him "it 
died as of flight thtough a bright ether.’’ 

An impetuous, headlong drive, slut petted in a hlum motive of f»ur tlnm 
beats heard earlier in the Svmphum, thaian -tu-r'. so w.-uimt. Everything 
is swept forward on a heaving stage of rhythm, :si - 0 . 11 !mg -aradily in lay 
strength. According to Ralph Hate: 

"dll 

It is as if we were home op on that pmamu; uto. d<o?S>.>, ainur tfte wwld 
and out from its limits over the cold pumv ot me m-V .pa , a. i? we Itfhrhltht 
circling of worlds ami the law-, they tiuwf.:. Vi. >- ■ m! e.-oo a - ao- ht'inl witfe 
such excitement that we do nut m*rue 0 •, t ! >- tn-eo %.? , mn,thtv which it 

being used. The pealing joy of the wood wind* a . • v ’y-'.-yutig (tight oah 

serves to exhilarate us more. .5 

'1‘he great C major Symphony was the w.u!, - a a m ! ymg .*0 J'gst jwvcfty 
and recurring pain. Its sweep am! giaml-m omor,* u -;m allv widi dtc htetk 
struggle of Schubert's last mouths. Fold .lift p;i *. tvs* itdnitlnmly km, 
Plans to eseajie Vienna’s stitlmg summer terse ds.<r-p-d !•.*. .m.e .•> !a,.k of funk. 
He worked feverishly. Fatigue aud de.:*,<» so. ‘card, lie no.nu'itn' gloom it 
mirrored in his HVfl/mviV iy. lr of To -u to- d:, ,*v sj -d0. and growing 

illness. Finally typhus, "t am til," hr wu'.w I*>. b vud S h>-Urt ; "Inf rtrvm ityt 
I have eaten nothing ami dnmb notion,,, f w.mdm wmlv and wobble from 
chair to bed and hack again.’' He a, Is .W.".-w tr,,y" smm* novels hr 
J. Penimore Cooper “yvith loan you p,»,„;»<-( a’ dr » ,nii" V wa," ba hishmtfter 
Ferdinand to [tick ti[i for him. Thr dam! I*. Seven days biff 

F’rau/. Sclmhert was ilr.ul. In ins final aeons lr •,% irpop,. | hem criedout: 
“It is not Iieethovcn who lies In-re*’' Hr »r,. Hu;.- S i-r.sd/- d-.- IS am tttatttr. 
His earthly possessions were asses <rd ,*» hi 1 slur.- ,g:l l-u \| mv tors llOTa 
single letter of Sdniln-ti’s Hough* 1,-C'. odd. at at; au.wm, Who w«tM 

dare put a [nice on tlte <: majoj Svmph>suy i 

* 

of; 

TVodi ' 1 

:T|; 

dl 
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Symphony in B minor, No. 8 (“Unfinished”) 

I. Allegro moderato. II. Andante con mote. 

Schubert wrote the following words to the Musikverein of Graz, in Styria, an 

organization which had deemed lit to bestow an honorary membership upon 
him. “In order to express my liveliest thanks in music, I will make so bold as 
to present your honored Society at the earliest date with the score o£ one of my 
symphonies.” He set to work on the Symphony in 1822. After completing two 
movements and some measures of a third, he gave it to Anselm Huttenbrenner, 
president of; the Society, for delivery to the Musikverein. Anselm, a friend of 
the composer's, who had been a hearty spreader of the Schubertian gospel, never 
delivered it. 1 he manuscript took on the dust of years among other yellowing 
papers, and had it not been for a chance query by Johann Herbeck, conductor 
ol; the concerts of the Vienna Gesellsehaft der Musikfreunde, it might never 
have been restored to the world. 

Herbeck visited Graz, in May, 186$, escorting his sister-in-law, ostensibly, to 
a health resort. He had earlier been apprised by Joseph Hiittcnhrenner of a 
Schubert Symphony in B minor, which was in the possession of his brother 
Anselm. Joseph’s information about: the work had issued quite casually, almost 
at the same time as he suggested that Herbeck play one of; Anselm's composi¬ 
tions at a Musikiretmde concert,. Obviously, Herbeck was not passing through 
Graz for his sister-in-law's health. He wished to speak to Anselm about that 
Symphony. He wanted it, because it had been highly recommended to him by 
Joseph, and he was even willing to play some number of Anselms as a bribe. 

He was having breakfast at an inn at Ober-Andritz, one eventful morning, 
pondering on the various problems facing him. He looked up suddenly and 
saw Anselm himself entering the room. Following the usual amenities, the 
conductor worked up the courage to ask, tactfully, for a work of his. Anselm 
became most cordial. He invited Herbeck to his house, whither they soon 
repaired. There, in a study literally crammed with yellowing manuscripts, 
Anselm, discussed this and that composition of his. He took out several un¬ 
published ones, pointing out: their various merits, no doubt But still no mention 
of Schubert 

After playing the game a bit; with his host, selecting one of the latter’s 
overtures for possible performance, Herbeck gently, very gently, remarked that 
he would be glad to look at some unproduccd creation of Schubert’s, if, such 
there were in his possession. Anselm, in the full flush of victory, with an over¬ 
ture in line for a premiere, pulled out, a drawer and took out an armful of scores. 
One of them carried the inscription in Schubert's own hand, “Symphonic in 
H moll.” Herbeck looked it over without undue show of excitement. He finally 





6i° the concert companion 

said that it would do, offering to have it copied at his own expense. But Anseln 
could afford, now, to be magnanimous, so he told his guest that he might take 
it away with him. 

In Vienna, on Dec. 17, 1865, the Unfinished Symphony had its first per- 
formance. In the same program appeared an Overture in C minor by one 
Anselm Huttenbrenner. Also noteworthy was the fact that Herbeck had 
“completed” the Unfinished by augmenting its two movements with the Finale 
from Schubert’s Third, a Presto vivace in the key of D major. 

The theories and hypotheses advanced for Schubert’s unfinishing 0 f the 
Unfinished, so to speak, have been legion. The fancies of certain watchers of 
the musical skies have known no bounds. Without any basis in fact, one of these 
offered the idea that Schubert wrote his work as a “tribute to the Glory of the 
Incomplete. How wrong this peremptory summation is may be proved by the 
fact that Schubert not only sketched portions of a third movement, but he also 
orchestrated some nine measures of it! Incidentally, we have the widely diverg- 
ing opinions of two eminent authorities on the quality of the fragmentary third 
movement. Tovey remarks that the first subject will please anyone who knows 
a good theme when he sees it. Philip Hale, however, has this to say: 

Let us be thankful that Schubert never finished his work. Possibly the lost arms 
of the Venus of Milo might disappoint if they were found and restored. The few 
measures of the Scherzo that are in the manuscript furnish but a slight hope that 
here, at last, Schubert would not, as in so many of his works of long breath, 
maintain a steady decrescendo. 

There have been attempts to finish the Symphony, you may be sure, one of 
them by a certain August Ludwig of Berlin. He added the two requisite move¬ 
ments, entitling the “third” Phtlosophen-Scherzo, in which “a ring is put 
through the nose of the bear Learning, i.e., counterpoint, that he might dance 
to the amusement of all. A second theme, a tender one, mind, “conjures from 
the fairyland of poetry (Invention) a fay which tames and frees the bear, who 
pines m constraint.’’ To the “finale” he gave the title March of Fate, and 
shuddery, indeed, is its description. For motto he submits, “Brazen stalks Fate, 
yet she is crowned with roses and love!” He explains, “Truly, Fate has stalked 
with brazen steps over our ancient masters. A new age has awakened a new 
music era.” The foregoing is merely a sample of the purple rhetoric. Un- 
e evable as it may seem, the Ludwig-finished Unfinished of Schubert was 
performed in Berlin on Dec. 8, 1892. To which may be added the observation 
—with due apologies—the Unglory of the Complete! 

The symphony is scored for flutes, oboes, clarinets, bassoons, horns, and 
trumpets in pairs, three trombones, ketdedrums, and the usual strings. 


R.C.B. 
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Concerto in A for Cello and Orchestra 

{Freely transcribed by Gaspar Cassado from the Arpeggione Sonata] 

I. Allegro moderate. II. Adagio. III. Allegretto. 

ArpENDIX t0 Kreissle -von Hellborn’s Life of Franz Schubert carries 

Sir George Grove’s story of his Schubert researches at Vienna in 1867. At one 
place he reports; “At the Library of the Musik-Verein, besides the autograph of 
the great Symphony in C, I saw the copy of a Sonata by Schubert for Piano 
and Arpeggione (whatever that may have been), which, being dated as late as 
1S24, (>ught to possess some value. The themes of the movements are as fol¬ 
lows ; and here Sir George cited three themes from the Sonata. 

One assumes that Sir George’s mystification over the arpeggione was short¬ 
lived. At any rate, it was something of a cross between a guitar and a cello, 
invented by Johann Georg Staufer, a Viennese, in 1823. It had the shape of a 
guitar, the size of. a viola da gamha, and its six strings were tuned—in rising 
otder—to It, A, D, G, B, and E. Furthermore, it was played with a bow. 
1 hough the arpeggione has outlived its usefulness, Schubert considered it 
important enough to write a Sonata for it. But then, he may have done that out 
of fiiendship for Vincent Schuster, who was the best known arpeggione player 
of his time. 

Sir George Grove, the researcher, and Gaspar Cassado, merely the browser, 
came upon this work in the Musik-Verein library seventy years apart. It is the 
browser who is responsible for its revival, albeit in transcription. 

R. C. B. 

Music from u Ro$amunde” 

Eleven separate pieces, in all, comprise the incidental music for the drama 
Ixosam tunic, bttrstm von Cypern by Wilhelmine de Chfey, which was pro¬ 
duced at the Theater an der Wien on Dec. 20, 1823. The play had exactly two 
showings, and the music was put away and not discovered until 1867, “by two 
English travelers in Vienna,” says Sir George Grove. The travelers were Grove 
himself and Arthur Sullivan. 

^ All the numbers, save the Overture, were written in five days by Schubert. 

I he Ovemire had been composed three years previously for a melodrama 
entitled Die Zatthcrharfe , according to one story. Newman Flower, however, 
declares that it had belonged to another work, Alfonso and Estrella. 

Countess de Chczy’s creation went, the way of all immateria at that opening 
performance, but the public was stirred by the beauty of Schubert’s music. The 
Overture, in particular, was so well received that it had to be repeated. 
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A persistent soul, the Countess de Chezy decided to revise h 
a task completed the following summer. In August, Schubert wr 

Convinced of the value of Rosamunde from the moment I read it, 
pleased that your honor has undertaken to correct, surely to the greatest 
a few shortcomings which only a spiteful public would censure. I shoulc 
a particular honor if you would let me have a copy of the manuscript 
have worked over it. 

As regards the price of the music, I do not think I can put it at less thar 
without depreciating the music itself. In case that price should be too 
your honor to fix the price yourself, but at not much below the above-na 
and to forward it to the subjoined address, as I am absent from Vienna. 

Nothing of value came to Schubert from that adventure in letter wj 
whole thing was done with, and that was that. Could he have had 
into the future reception of his music, however, he might have fou 
compensation for the woeful lack of florins in his own time. 

Besides the Overture, the Rosamunde music comprises three end- 
ballets, a number for clarinets, horns, and bassoons, known as “i 
Melody,” a soprano solo, and three choruses. 













William Schuman 

BORN: NEW YORK CITY, AUG. 4, I9IO. 

I feel that 1 have to write music, so I write it .— William Schuman# 


nphony No. 3 

[In Two Parts, and Four Movements] 

I. (a) Passacaglia. (b) Fugue. II. (c) Chorale, (d) Toccata. 

g the dedication, “This work is for Serge Koussevitzky,” the Symphony 
calls for the following orchestration: two flutes, piccolo, three oboes, 
l horn, E flat clarinet, two B flat clarinets, bass clarinet, two bassoons, 
)rn$, four trumpets, four trombones, tuba, tympani, snare drum, bass 
cymbals, xylophone, and strings. The composer lists other instruments, 
use is optional. They consist of a third flute and second piccolo, a third 
third bassoon and contra-bassoon, a quartet of horns, and a piano. The 
er suggests that “to obtain the best results, they are most desirable.” 
Symphony received the initial award made by the Music Critics’ Circle 
r York City for the best new orchestral work played locally during the 
1941-1942. Its first performance was given in Boston by the Boston Sym- 
Orchestra, under the direction of Serge Koussevitzky, on Oct. 18, 1941. 
the same auspices it obtained its New York premiere on Nov. 22, 1941. 
posed in January, 1941, the work is in two parts, each having two con- 
movements. The first movement contains a Passacaglia, followed by a 
the second a Chorale and a Toccata. 

L The theme of the Passacaglia appears in the violas, with a subsequent 
[ surge in semitones by the string sections and the wood winds. The 
•ment is in four-part canon. Trumpets and trombones paraphrase the 
in one variation. After a transitional passage the wood winds take the 
r e in melodic figures against a harmonic and rhythmic web in the next 
n. Another transitional passage brings on the last two variations. Of 
le first gives play to a long melodic version of the theme. There is a 
do and a quickening of the pace to a climax, after which the last variation 
. Strings provide the harmony and rhythm, as a trombone quartet gives 
sacaglia theme a concluding flourish. 

Fugue, whose subject is related to the theme of the Passacaglia, is in a 
it rhythm. Further relationships occur between Fugue and Passacaglia 
ipward rises on semitones and a canonic development, which, however, 

613 




THE CONCERT COMPANION 


614 

extends to seven parts. The first variation of the Fugue subject is stated by the 
English horn (solo), and the following developments are confined exclusively 
to wood winds and strings. The second variation is brought in on the wave of 
a rhythm which is put into motion by the tympani and swelled by the strings 
There is a development, now leading into the final section. 'Phis consists of 
three main parts: (a) an organ jK)int around F, fiat, (b) a third variation 
(dialogue between wood winds and strings), and (e) a melodic dialogue 
between trombones and horns. In the coda the subject of the Fugue apf tears in 
altered augmentation against the first variation. Other material heard previously 
in the section reappears, as Part I comes to a close. 

Part II. The Chorale has an introductory passage by divided violas and cellos, 
A variant of the Passaeaglia theme becomes the Chorale melody, which appears 
by way of the solo trumjtet. The melody is given several different treatments, 
and the section flows right into the Toccata. 

The Toccata theme is established hv the snare drum, ami its first develop, 
inciits .tte in canonic form, as in Part 1, 1 here is a ftansit i*in, and the strings 
en'er into a passage resembling a cadenza. The concluding part of the com- 
position gives emphasis to a rhythmic version of the Chut ale, Luther develop- 
ment of the 1 occata theme and the introduction of entiiely new* material. 

William Schuman was educated in the public who*4s of New York City, 
receiving Bachelor of Science and Master of Arts degrees flout t oiutnhta 
University. He studied harmony with Max Persiu, unuttetpoint with Charles 
Haubicl, and composition with Roy Harris. 

After a period of further study (at the Mo/artrum in Salzburg) be was 
^ return, to the faculty of Sarah Lawrence (Allege, I’ronxville, 
where he both taught and conducted. He held two (mggeuhrim Fellowships, 
from 1939 to 1941, and in 1941 he received the grant in Music ftottt the 
American Academy of Arts and The National Insmute of At is atnl Letters. 

Mr. Schuman is a prolific cotnjxiscr. He has written, thus far, five symphonies 
(the Fifth, Symphony for String ); two cantatas, This /, Our Time, text by 
Genevieve Taggard, and A Free Sang, text by Walt Whitman (this was 
awarded the Pulitzer Prize in Music in PHI); the A merit an Fe nival Overture; 
the Concerto for Piano and Orchestra, AY twtreel (bands : Fraser, !'»H (orches- 
tra); three string <]uarters, and numerous short iustnttuem.il and « horal work*. 

On Oct. I, 1945, William Schuman wax apjxjinted to the otfke of Ptesident 
of the Juilliard School of Music. 


tt.CB. 
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“American Festival Overture” 

The composer’s own description of his Overture follows: 

„ T 116 fir f t , hre ^ notes of ^ P^ce will be recognized by some listeners as the 

call to play of boyhood days. In New York City it is yelled on the syllables 
ee-Awk-Eee to get the gang together for a game or a festive occasion of some 
sort. This call very naturally suggested itself for a piece of music being composed 
for a very festive occasion. From this it should not be inferred that the Overture is 
program^ music. In fact, the idea for the music came to my mind before the origin 
in the theme was recalled. The development of this bit of “folk material,” then is 
along purely musical lines. 

The first section of the work is concerned with the material discussed above and 
the ideas growing out of it. This music leads to a transition section and the subse¬ 
quent announcement by the violas of a fugue subject. The entire middle section is 
given oyer to this fugue. The orchestration is at first for strings alone, later for 
wood wind alone and, finally, as the fugue is brought to fruition, by the strings and 
wood winds in combination. This climax leads to the final section of the work, 
which consists of opening materials paraphrased and the introduction of new 
subsidiary ideas. The tempo of the work is fast. 

American Festival Overture is scored for two flutes, piccolo, two oboes, 
English horn, two clarinets, bass clarinet, four horns, two trumpets, three trom¬ 
bones, tuba, tympani, bass drum, cymbals, snare drum, xylophone, and strings. 

“William Billings Overture” 

The themes of this Overture are from three choral works by America’s first 
professional composer William Billings (1746-1800). To an increasing number 
of musicians and laymen alike, Billings has become more than a mere reference 
listing in a history book. For some who perform his music he remains, for all 
his shortcomings, a composer of great strength, with a deep religiosity and 
ru SS e d individuality. Mr. Schuman has written about his Overture as follows: 

The opening section uses material from one of Billings’ Fuguing Tunes. The 
first theme is set to the words: “Be Glad, Then, America, Shout and Rejoice.” 
(Incidentally the theme is like that used in the Third Pianoforte Concerto of 
Beethoven, composed the year of Billings’ death.) At bar 40 a development in brass 
of the Rejoice theme leads to the transition (bars 76 through 107) on the first theme. 
In this first section two other fragments are used: (bars 108 through 129) on the 
words: “Yea, the Lord will answer and say unto His people: ‘Behold! I will send 
you corn and wine and oil,’ ” and (bars 130 through 192) on the words: “And ye 
shall be satisfied therewith. The opening section comes to a climax with the com¬ 
bination of the first theme with the third, and then with the second (bars 193 
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through 241). A slow transition (bars 242 through 259) leads to the middle section, 
(bars 260 through 324) based on Billings’ round: 

When Jesus wept, the falling tear 
In mercy flowed beyond all bound; 

When Jesus groaned, a trembling fear 
Seized all the guilty world around. 

The final section of the Overture is on Chester. This music was composed as a 
church hymn but was later taken up as a marching song by the Continental Army 
and enjoyed great popularity. In the Overture it is stated at first as a hymn with the 
original harmonies. Following a sharp interruption by percussive chords in the fast 
tempo of the opening, the tune is developed alone and in combination with materials 
from the first section. The original words with one of the verses written for its 
subsequent use as a fighting song follow: 

Let tyrants shake their iron rods, 

And slavery clank her galling chains. 

We fear them not, we trust in God. 

New England’s God forever reigns. 

The foe comes on with haughty stride, 

Our troops advance with martial noise; 

Their vet’rans flee before our youth. 

And gen’rals yield to beardless boys. 












yV^VCN^vV^^CVC^/C^ 

Robert Schumann 

BORN: ZWICKAU, SAXONY, JUNE 8, l8l0. DIED: ENDENICH, NEAR BONN, JULY 29, 1856. 

More than to the intelligence, it is to the heart that this soul unveils 
itself . Those of others, it is true, are grander, and more loftily dominate 
the centuries. None, not even that of Beethoven, is more winged with 
love, more human, more rare, and more li\e Tancred’s enchanted 
forest where, from every tree, there escape sighs, laughs, or groans . 

—Robert de Launay. 

Symphony in B flat major. No. 1, Op. 38 

I. Andante un poco maestoso; Allegro molto vivace. II. Larghetto. 

III. Scherzo: Molto vivace. IV. Allegro animato grazioso. 

[Played without pause] 

By common consent, including the composer’s, Schumann’s First Symphony 
may be safely termed a “Spring Symphony.” We have Schumann’s own word 
for it that it grew out of a mood of springtime rapture. Lacking it, we would 
still sense the vernal note in its sunny cheer and buoyance. If we assume that 
music can mirror seasonal moods, this symphony could never be mistaken for 
an autumnal lament. “During the last few days I have finished a task which 
filled me with happiness, and almost exhausted me,” Schumann wrote early in 
1841; “Think of it, a whole symphony, and, what is more, a spring symphony P' 
Later he confided to the composer Spohr: “I wrote the Symphony in the 
vernal passion that sways men until they are very old, and still surprises them 
again with each coming year. I have not wished to portray or to paint. But I 
believe firmly that the period in which the Symphony was produced influenced 
its form and character and shaped it as it is.” 

Schumann was emphatic about the seasonal content of his symphony on 
several other occasions. In writing to the conductor Wilhelm Taubert, then 
rehearsing the Symphony for Berlin, he pleaded: “Could you infuse into your 
orchestra, while playing it, a sort of longing for the spring, which I had chiefly 
in mind when I wrote it?” The excited composer specified just what he had 
u in mind.” The first entrance of the trumpets should sound “as though it were 
from high above, like a call to awakening.” For the introduction the men 
should “read between the lines.” Thus they would see “how everywhere it 
begins to grow green, how a butterfly takes wing, how little by little everything 
appears that in any way belongs to spring.” Schumann conceived the finale as 
"the good-by of spring.” 

617 
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If any further clue were needed, we have it in the words and music Schum 
later inscribed on Kriehuber’s portrait of himself which he sent to the Gerr 
poet, Adolph Bottger. There he quoted the first three bars of his “Spi 
Symphony,” explaining that the work had been “inspired” by one of Bottg 
poems, the last line of which reads, “Itn Thale bluht der Fruhling at 
(“Spring is blooming in the valley”). After reading the poem and hearing 
music, a friend of Bottger s remarked: “This symphony is the apotheosis 
spring and all that it symbolizes in philosophy and life.” 

For a while Schumann played with the idea of using descriptive titles for 
movements of his Symphony. He wrote them down tentatively: I. “Spr 
Beginning”; II. “Evening”; III. “Merry Companions”; IV. “Spring at the Ft 
At the last moment he abandoned them, probably because of their restrici 
literalness. Schumann, the romanticist, was mainly interested in convey 
subjective states induced by nature. As he implied to Spohr, he was not try 
to be a landscape artist in tone. All he could mirror was his own ecstasy bef 
the miracle of spring. 

Early American criticism of Schumann’s First Symphony showed remarks 
discernment and sympathy, compared with the sharp blasts of the Engl 
critics. William Mason, who heard the work in the early 1840’s in Leips 
wrote: I was so wrought up by it, that I hummed passages from it as I wall 
home. I sat down at the piano when I got there, and played as much of it a 
could remember. I hardly slept that night for the excitement of it.” After i 
first performance in Boston late in 1852, John S. E)wight, in his Journal of Mu, 
called the Symphony a grand, consistent, original, inspired whole,” wh 
moved him to respect and to desire deeper acquaintance with the n 
symphonist.” 

Per contra , British critics ridiculed the work as another product of t 
so-called Broken Crockery School.” One reviewer called Schumann’s wc 
“the ugliest possible music.” Another spoke of “delirium tremens.” The Lond 
weekly Musical World pronounced its doom with the words: “Herr Sd 
mann’s Symphony in B flat made a dead failure, and deserved it.” In brief, t 
Symphony represented the convulsive efforts of one who has never prope] 
studied his art to hide the deficiencies of early education under a mist 
pompous swagger.” Today we know all about Schumann’s “deficiencies” 
those of form and orchestration, for instance. But we would think twice befc 
speaking of the Symphony’s bubbling spirits and ringing vitality as “convulsi 
efforts. Nor would the severest critic of Schumann’s imperfect workmansh 
now dream of dismissing its romantic freedom and joyous lyric warmth 
“a mist of pompous swagger.” 


n. b. 
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Symphony in C major, No. 2, Op. 61 

I. Sostenuto assai: Allegro, ma non troppo. II. Scherzo: Allegro vivace: 

Trio I and II. III. Adagio espressivo. IV. Allegro molto vivace. 

"Work on this Symphony began in December, 1845. It was finished the 
following year, and on Nov. 5, 1846, it was given its first performance at a 
Gewandhaus concert. Mendelssohn conducted. Schumann’s ailment, be it duly 
noted, had been undermining his health for some twelve years. The distress 
and pain he suffered were alleviated somewhat by his concentrated labors on 
this work. He could forget aches in his devotion to the task of completing the 
Symphony. He had found, at least, a palliative, if not a panacea, for some ills. 
In later years Schumann remarked that the piece reminded him “of a dark 
time.” He even went so far as to proffer a kind of program for the Symphony 
with his statement, “I sketched it when I was still in a state of physical suffering; 
nay, I may say it was, so to speak, the resistance of the spirit which exercised a 
visible influence here, and through which I sought to contend with my bodily 
state. The first movement is full of this struggle and is very capricious and 
refractory.” 

He made reference, on another occasion, to the “melancholy bassoon,” in the 
Adagio. But in another view of the work, not in keeping with the foregoing, 
he opined, “I think it’s a regular Jupiter!” It has been said by experts, exclusive 
of Schumann, that the Symphony tells of a great struggle; that the ideal of 
conquest over mighty foes is its ultimate aim; that the will and the soul are in 
conflict with dark powers that would destroy them. And when aren’t they? 
The listener occasionally likes to create his own program. Here he might wish 
to joust with quadratic equations or, perhaps, thread Cleopatra’s Needle, 
depending on his inventive capacities. 

The idea of struggle, nevertheless, is the predominant one, and we have also 
the words of Frederick Niecks, one of Schumann’s biographers, to guide us in 
this respect. He says, going Schumann one or two better, “In the first move¬ 
ment the composer seems to be wrestling actively with evil powers; the feverish 
Scherzo reveals indecision, more passivity; the sweet Adagio is an outpouring 
of prayer, resignation, hope, and thankfulness; and in the last movement he 
gathers up his whole strength and triumphantly begins the battle of life again.” 
After the battle just finished a new one with life would seem to be a good deal 
to ask of any self-respecting contestant. But biographers have a way of putting 
their subjects through Herculean paces. 

Niecks goes on, “The youthful bloom and sprightliness of the earlier sym¬ 
phonies [incorrect numbering of the symphonies, though now generally ac¬ 
cepted, being responsible for that pluralJ must not be sought in this work; but 
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in place of these qualities we find ,t noble mdependnnr and greater ( fcm t, 
thought—in short, while there is a loss m senstt, if. tv.ntn, -V-,. J ■ 
intellectual intensity." Apparently Nit\hs sh>■«,. Tile : j thc'ln' 

measures of the Adagio. It’ this section irptrsrnt. !ti v *tis: ; , Us j ‘ 
then would that Schumann had been as mrUls, aih im*: m?n,! rk-where in' 


The 0 major Symphony, to get h,nk to rrali/i-, mtort*,. L J m l,»„ scwa 
most impressive. The lengths’ iiwr««luertt>» iS.-a.-unm .c,s.n, t: fuajur, fi/ 
offers “bugle calls” in the brass. These phrases and sid; .'din ■, m the Inirmluct) 
serve a mottolike purpose in their reooumunru the mj'*-,-.j? trm movernea 
Now comes the music indicative of “sitth,j Allegi,., t\u non tmnpo 
major, 3 / 4 ). This is followed by the .Nihct/o (Ailt-got sts,;,r, td tttajur, 3} 
which is brilliantly hurtling, thanks to the SiUtd nt ssstsrmh wotr. in ij^ jj| 
violins. Two Trios enter the scheme, The lira .<»<-, < i majoi, ; 4 < ,u tu,t|| y 
brings forward two themes, a vivas tons one Juriis f, ,j h.-tn, and w.tndVtm 
and another that is more serene, for strings, The -,r, ,, 5 >.| Tim *s inainly jy r j c 
^ The Adagio espressivn is commuted ot Ivautitu! nud dth own 
fugal subject, which some authonries lomidn m'nr.aai .11 the **«uioel 
exalted lyricism, serves the structural putjsi.tr t<| < ,011:}.t:j,ai with she restait 
chief theme. The finale urns a met.tm,d i.mn.r, IV |( f t j 

Introduction to the first movement irapprai, lh-" Nsnjphoni ends csnllttiul 
The score calls for two flutes, two oh,*--,, r*a M <; tear's, us., m 

horns, two trumpets, three tfotuUmrs, kettle, In me, .uid suni. „ The .SvmphtH 
is dedicated to “Oscar I, King .4 Sweden and N, j vv.s " 


Symphony in K flat major, No. 3 (“Rheimh"), Op. 97 

I. I-ebhaft (Lively), II, St hr rate '■'•rUf to-r-•<,; t Vrn tux In-Hr), III, Nki 
aduiell {Not fast). IV. ErirrhAt rUm.Hyj. V M&vt 

Determinism thk mimern al order .4 4 o*mp».,rt‘s i.utiiur'1 ot ->vmphumcii 
often an involved sjtnrt. The Haydn '.imphonr, 4IC /•;; , n t <!r .j r M nltobl 
scrutiny in this respeu, St hither t s symphonies h tie ■, *, r { -,:<r os rsy., ptohlrtm 
and the intricate matter of t'tirh , ,md {*■<*■•* thrmimw* 

only satisfactorily worked out n, nv-w V n«, » t ur mts rvUck (:|wf ^ 

two piano concertos “No. 1“ and still lie tour* r, drz^ndm/ »n the jmpwtiw 

Sthumanns four symphonies also otfer dir stt? t , h,o.„»uie oinvIiM 
moments. I he numbering of the h'W/, 4-«y n lot** 

ample. Actually ,r is the foutth, not the third, wmph-,ts ; ,r. ^Sen* mmk 

the precedent of elate- of pubheanott. Niue yean hr , omp.Vd tk 
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Rhenish Symphony, Schumann had written and released a Symphony in D 
minor. This was No. 2. As so often happened, Schumann was unhappy about 
this Symphony in its first estate. So No. 2 was retired from circulation for ten 
years. Meanwhile Schumann composed two more symphonies: the C major 
and the E flat major, called the Rhenish. Then he returned to No. 2 and 
reorchestrated it. The new version proved highly successful and was promptly 
published. But Symphony No. 2 now became Symphony No. 4. It is a comfort 
to know that one, at any rate, of Schumann’s four symphonies is its true 
numerical self. That is Symphony No. 1, in B flat. 

As for the “Rhenish” character of the Symphony, we have Schumann’s own 
remarks to guide us. Shortly after the work was first performed in Diisseldorf 
in February, 1851, he wrote to Simrock the publisher, modestly stating that he 
would have been happy to see a greater composition about the Rhine brought 
out. His Symphony, he notes, “perhaps mirrors here and there something of 
Rhenish life.” In writing the fourth movement, Schumann dwelt reminiscently 
on a ceremony he himself had witnessed in the Cologne Cathedral when the 
Archbishop of Geissel was installed as Cardinal. 

Later he was more explicit. His plan, he divulged, had been to picture the 
Rhine valley in the joyous simplicity and fresh naturalness of its folk life. But 
Schumann wisely refrained from labeling the movements with descriptive 
mottos. One such title—“An Accompaniment to a Solemn Ceremony”—he 
affixed to the fourth movement, but speedily discarded it. “One ought not to 
show one’s heart to people,” he explained. “For a general impression of an art 
work is more effective; the listener then will not institute any absurd compari¬ 
sons, Schumann himself thought especially well of this Symphony despite the 
cool response of public and critics to its first performance. His wife Clara 
evidently joined him in his predilection. After the Diisseldorf premiere of 
Feb, 6, 1851, at which Schumann conducted from manuscript, we find the 
devoted chronicler noting; 

The creative power of Robert was again ever new in melody, harmony, and form. 
I cannot say which one of the five movements is my favorite. The fourth is the one 
that at present is the least clear to me; it is most artistically made—that I hear—but 
1 cannot follow it so well, while there is scarcely a measure in the other movements 
that remains unclear to me. And indeed to the layman this Symphony, especially 
in its second and third movements, is easily intelligible. 

“The Symphony’s first movement (I^ebhaft, E flat major, 3/4) begins with the 

principal subject, proclaimed by the full orchestra. Flutes, oboes, and clarinets, 
answered by other wood winds and violins, give out the mournful second 
subject* 

“The second movement (Sehr massig, C major, 3/4) is a Scherzo, whose chief 
theme, announced by cellos and bassoons, is likened by William Foster Apthorp 
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Brahms, who owned the manuscript, was induced m have it puTiduM j naft 
edition prepared by Franz WuHner. So in thmivt, J‘‘< >, huts rtaht u->« 


edition prepared by Franz Wuiiner. So in < km;vt, L-vi, huts eight yearsafe 
its sole hearing, the I) minor cropped up again m m. «*-tsK i.»im at a concert m 
Cologne. Performances followed in and New Y»«h IPhilharmonic 

Society) in Naturally comparisons weir made *4 she two vn stmts,Skillful 
cutting and condensing had nbvn<u4y I wen made in S. hum.mu, but many 
the 1841 version their vote for Mipetiot v hints <>t m Jr emu,at. On th,u poj# 
Schumann, however, had thought just the uitwt.sm T.> Wdmkt he wrotejg 
May, 181.1, that he had “thoroughly msottismett;.-.! the svmpliouv, ami ttA 

in a better and more effective way than it was ■.ed at Ft a." Of cttttne,tfe 

consensus of opinion has long hern that Schumann was no gtrat tudgeof good 
or bad orchestration. 

A somewhat, somber introduction (tht pool Irnto, I4 nun,a*, 5 I), open*the 
first movement, with violas and cellos stating the thniu*. The Jnrf subject of 
this opening section is heard later as a theme «4 do- Ihunan/e movement. The 
main body of the first movement is a Vsv.iir m i > imtioi (,* t), htsult chiefly at 
an ascending figure brought in bv die tiist smksi. at >W rnd >>t the introduc¬ 
tion. A second theme, in F maiot, n also .mu.-umed in tin- thsj violins after 
the first section is repeated. Schumann'*. bieak with ortho-do* *amphoitie furtft 
may be noted in the free fantasia vodr *4 :Str *^,-au! pm, whne wholly frei 
material is introduced. Similarity has been tumid U-’wrru a tiomitone figure 
here and a passage in Schumann’s F. ti n Piano tjmwtri. 

The plaintive chief theme of the Kotnan/r ,w movnuru* (t‘« pica tento, 
D minor), given out by (times .md cellos again a suing pi/.matt, is said to 
derive from a Provencal time. F’or a time S-.imm.mn t>*wd with the idea of 
adding guitar accompaniment as well. Thr rStmm- Irani m the inirtxiuetioB 
returns at this point. Later the solo violin is h\t*ut e.f m a web of counterplot 
in D major. 1 he Roman/e ends with a irunti ot the es,,pti*,i?e ,iuef melody. 
% A rising and falling scale passage wivm as base ». i cf»r tohnst attd energetic 
Scherzo (Vivace, D minor, 4 4), Wood wind, ;;ur mu dir dr me «f the 
dreamy Trio, with its fascinating rhythms, The m.(»i S Uct /o section returns, 
with the Trio then acting as coda. 

After the winds chant a melodious phrase, thr Finale gro, midrr way witHi 
brief introduction (lento, II Hat majoi, then 14 taana, 4 H, Flinging bock 
earlier material. The brisk, tnanhlikr theme turd as Jtrf the Finale 

pro[icr (Vivace, I) major, 4 '4) mails die it*-a m-w-rmeis*. A fodt, sortie second 
theme follows, first in B minor, the key of die rtmrnig tier fanuiM, There it 
elalxinttc development, after whi,h dr seu.ud tlinir »/■»»»«*, and is worked 
over until the Coda brings in stiSl .utodirt theme, ‘I hr fast uiovutg sclwc 
closes presto in D major. 

Schumann dedicated the revised symphony to die f fimgatun violinist Jorepl 
Joachim, the inscription on the tnammupt trading: "Whrn the first tontsef 
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this symphony were awakened, Joseph Joachim was still a little fellow [ten 
years oldJ; since then the symphony and still more the boy have grown bigger, 
wherefore I dedicate it to him, although only in private. Dusseldorf, Dec. 23, 
1853. Robert Schumann.” 

L. B. 

Concerto for Piano and Orchestra in A minor, Op. 54 

I. Allegro affettuoso. II. Intermezzo: Andantino grazioso. III. Allegro 

vivace. 

Although work on this Concerto was begun in Leipzig in May, 1841, it was 
not till July 31, 1845, in Dresden, that Clara Schumann was able to record in 
her diary: “Robert has finished his Concerto and given it to the copyists.” The 
intervening period was one of hectic activity for Schumann. During those three 
years he composed endlessly, in every form. Despite frail health, he traveled 
widely and even accompanied his wife on a Russian tour. A professorship in 
composition came to him from the newly founded Leipzig Conservatory. Until 
June, 1844, he was still editor of the Neuc Zeitschrift fur Musi\. Twice his 
health broke under the strain, and once the overwork and feverish pace brought 
him to the verge of insanity, though it was not till a decade later that his mind 
finally snapped beyond repair. 

On the other hand, they were years of great personal happiness. After cease¬ 
less, at times slanderous, opposition from her father, Clara Wieck had become 
his wife. To the end it remained an ideal marriage, with unbounded love and 
devotion on both sides. Perhaps this new-found happiness was the incentive 
behind Schumann’s extended efforts during those first three years as composer, 
editor, and teacher. Certainly his wife’s alert understanding and encouragement 
were an unfailing stimulus to artistic activity. And in those first years of their 
marriage Clara had borne him two daughters, Marie and Elise. 

Much of the Piano Concerto’s romantic glow and exuberance are doubtless 
directly traceable to this happy home life. The same is true of Grieg’s Piano 
Concerto, also written in the first years of his marriage. Neither composer, of 
course, believed in art as self-concealment. But the Concerto boasts a firmness 
of structure, a melodic inventiveness, a disciplined rhythmic force and richness 
of color, geared to high expressive purpose, indicating that Schumann’s technical 
and artistic faculties were all at their prime during this period. Some critics 
regard it as Schumann’s highest achievement, alike for form as for poetic 
content. 

Yet the Concerto came into shape piecemeal, and all three movements in 
time were to have as many titles as a royal family. When the first movement 
was completed during the summer of 1841, Schumann had no thought of 
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incorporating it into a Concerto, It K«rr the ode "I'Iuimmw in : p 
Clara Schumann played it, rather infoi malls. at a pm ate • ' • 
Gcwandhaus, in Iwipzig, on Aug. U. H41, held Hueth t.*i 
husband’s first symphony. Two tears lain N. iutm out nude 
to publish the piece separately, hi-a .u an " V'i«* * a dr?: m • thenjtj 

“Concert Allegro,” with the opus mimkn “K" V.N.ds uautrd it, THcott^. 
two movements were finished in Diesdru duuu,; r .»*!•, s-mmier mombsl 
1845. They were then apparently l.tMod "Ittrmsr/;.*.*" and "butV."Thethn* 
movements were listed as “Allegro atfemtos..,” " And mmi,-," ,<}»,! "Rondo’’* 
the world premiere occurring in the Hall of the HA,-! dr Sne tit Drsden w 
Dec, 4, 1845, when (’.Lira Schumann wa% the and then devoted frhtni 

Ferdinand Hiller, to whom the C on,w<> is .led;*. .ecd, ,s tr *.,<»,!sict»»s?, Tltewml 
was played from manuscript. (The niihrsn.d pas's w -ie tea published taxi 
July, 1846, while the full score had to wait .mothci •.sveen y- u * t,.r ptsblkatioft,) 
Clara was again the sol*list when MeisdrlWnn due.a ».nd petfortmta 
in Leipzig, where the first movement had Wu o-etji.srd, S. mmunn hitmdf 
conducted the first Viennese ,m } m, !, I '- 5 ”, wish ho wife at the 

keyboard for the third time. On that dir itmirm.-uu were list«{» 

“Allegro affettnoso,” ‘TmcniKV/u," and "'R*>nd>t viu.*,“ S. |i Mills w« tk 


piano soloist when the Oaten to was bout.osm dir ve*, >4 »',* NVwY4 
Philharmonic Society on Mat. X i i’K ‘iWe >,r.n ■, rail .-j « Lit a -■ 
on her first visit to England, had mnodu.rd d;r u.el m I,.<tsV‘,n at a conceit 
of the New Pliilh.trtnonu Sot irtv, That w t. M 11 < ),*i die ftilhwisj 

June 40 she gave a m ital that implied the .no .a ;!,■■■• ti Mot /./to write 

“The reception act < tided to the. a. ouupb .Ivd L art i$;coming 16 
England will no doubt rm <>ui n;r lies »•< n-p.-.i* b - * s N ■■ ?< i we say, to nwJ« 
use of a homely phrase, that slu w;|l <■, '■<-! . o/i.- i, *T.T-urni m May'?" 

Speaking of this Coinum, m l,n v><!u ohm .tupwis, !)«) 

Gregory Mason obsetves: 


The siiu.rnty, triKhinrv., ,;i i,,, aud a,'. him n. ‘ ;■ 

romanticist are not to ibe Sera ! V no . i.o ili.ni tk 

exulicrant first niuirmrni, tn why a ,ti- a .add >w, v'-.a ?>> adnutr dir mwe, 

the felicity o! stub details as uir ..bum-1 .nc-aidu., > •••■ V» .’a:-.;.- rn’C> »hv»i tar *J# 
piano, and the nobly Hyphoui, . ad-u.M, >■» ti. - '.oo id , i o. .a if,. «hdd : 

hat could appra! iimte sicij'h and dor, c , •, 4 . ; ,|. ■. 

ecstatic Amlante jp.t/iuso, icitli *s. wiu.Sm,; m> i ■,:> l > . }.>.>■ s, . hi'-t'-tuic; Xa 

the violomeflo pbiasrs as a j;!a$ J '**i*K i-■ e.*a,y •, . -:,, , t «,- ■ r 1 ' ■ 

wedded with all tins feminine •aia’.ev and ,;u <• ,i * * t -,.,e .puftty.afa 

poise, restiaim, frsers.uiKii ot i.n,,, iiVdi .'..s.,'" 4 . 
ami gives the w«ik a sou of imjvtvma; ^ ... 

One feels that the iom|«c,n, 1*0 toilet the >.«• i t ,., . ... 

wotk with the serene ifcta*hiiieut of the 1'^^'.. nut's soauoeii n dm 
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mastery in the rhythmical treatment of the finale. The rhythms here are as salient, 
as seizing, as ever, but they are far more various. 

The orchestral part of the concerto calls for flutes, oboes, clarinets, bassoons, 
horns, trumpets in pairs, kettledrums, and the usual strings. 

“While the first movement (Allegro affettuoso, A minor, 4/4) shows, naturally 
enough, the characteristics rather of a fantasia for piano and orchestra than of 
the authentic first movement of a concerto, it nevertheless demands through its 
own bigness supplementary movements. If the orchestra does not play here the 
orthodox role of a concerto’s orchestra, it still is employed with more than 
Schumann’s ordinary feeling for orchestral tone. This movement abounds in 
thematic material and changes of time and key. The principal theme, familiar 
as a household word, is first given out by wind instruments. From it is derived 
the second theme. 

“For the second movement (Intermezzo: Andantino grazioso, F major, 2/4) 
Schumann has provided a romanze in at once his tenderest and most playful 
vein. It begins with a dialogue between piano and orchestra. A broadly lyrical 
second theme is introduced by the cellos. The first part of the movement is 
heard again. The principal theme of the first movement is hinted at before the 
Intermezzo passes without pause into the final Allegro vivace (A major, 4/4). 

“Here again is a wealth of thematic material. The form of the movement is 
the sonata, and the development is elaborate and often brilliant. The coda runs 
to great length. Conspicuous in this movement are the chief subject, given out 
by the solo instrument, and the syncopated second subject, which the orchestra 
announces in E major.” ^ 

Concerto for Cello and Orchestra in A minor, Op. 129 

I. Nicht zu schnell (Not too fast). 1L Langsam (Slowly). III. Sehr lebhaft 

(Very lively). 

[ Played without pause] 

Early in September, 1850, Schumann, though already a sick man in mind and 
laxly, took up arduous new duties as music director at Dusseldorf. Clashes soon 
arose between him on one side and the orchestra personnel and governing 
committee on the other. A whispering campaign started, and charges were made 
that he was mentally unstable. As time went on orchestra and choir grew 
increasingly unruly. Finally, the committee sought to remove him. Schumann 
complained to his wife Clara that he was being cruelly persecuted. Clara agreed, 
though she doubtless sensed what was happening. Her husband was already on 
the downhill path to madness. 
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The gloom deepened. Schumann grew las in his duties as lhisseldorPs 
director. The city’s musical prestige began to sutler. The man was now hearing 
things and becoming suddenly terrified by spectral luppnings. 1 le suspected 
intrigues and conspiracies against him. Then one day he wrote down a theme 
given him by the angels in a dream, and once tim ing an acute crisis he dashed 
out in the rain half-dressed and plunged into the Rhine, Rescued, lie asked to 
be taken to a private asylum at Endenteh, where, after some flashes of lucid 
thought and recognition, he went hopelessly insane ami died one night in his 
sleep. 

Overwork no doubt speeded Schumann's mental decline, especially during 
the Dtisseldorf period. In the early months of his regime we find him working 
at the Rhenish Symphony, numerous songs, "Scenes from (loot lie's 'Faust,"’ 
the overture to Schiller’s The Bride of Messimi, and ofchestiating Kttckm's 
“New Year Song.” As music director, he conducted the subscription concert 
series, rehearsal the choir, and led performances of chuuh musk, Pupils came 
for lessons, among them Alltert Dietrich. Schumann rvm organized a Dime!- 
dorf chamber-music society. The pace was mo sharp for ius feeble health and 
nerves. For a time things went smoothly. Then the sriain Ivgan to tell, ,md 
trouble started. 

With such a record of feverish activity, it is pthaps not surptismg to learn 
that Schumann completed the A minor Cello Concetto in a fomught, from 
Oct. 10 to Oct. 24,1850. References to the Concetto occur in t ’lata Sc humann's 
diary. One, made on Nov. 10, reads: "Robert is now at wot k on something, 
I do not know what, for he has said nothing to me aftottt it, The mouth More 
he composed a concerto for violoncello that pleased me vety mm h. It apjtears 
to me to be written in true violoncello style.” 

Another entry is data! Oct. 11, 1851: “I have placed RoMt’s Violoncello 
Concerto again and thus procured for myself a truly musical ami happv hour. 
The romantic quality, the flight, the freshness, ami the humot, and also the 
highly interesting interweaving of cello and on he-at a ate, mdrrd, wholly 
ravishing, and what euphony ami deep srntimrnt ate in all the melodic 
passages!" 

There is evidence that Schumann was dissatisfied with the t 'mu a to in it* 
early version. As late as Nov. 1 , 1852, he remarks sn a letter to li.tirel that the 
Concerto is at last ready for publication, Howrvri, 8 , 1011 * 1.1101 sets still busy 
correcting proofs in February, 1H54, the month, incidentally, of Ins attempted 
suicide by drowning. The Concerto was finally published tu Leipzig in August, 
1854, a few months after Schumann was confined,, , 1 .* hr, own inpwa, in the 
Endenteh asylum. There is no record of a prior mame in he, hjetmtr, The 
honor of a world premiere would seem to go to a pi formatter at the Ia 4 p/,tg 
Conservatory on June % i860, with Ludwig LI ten the v4*»i‘,t, ’the **iasion was 
the fiftieth anniversary of Schumann's birth. Fifty van* Uer, on (hi, ", PRO, 
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the Concerto was part of a centenary Schumann program played by the Boston 
Symphony Orchestra under the direction of Max Fiedler. Alwin Schroeder was 
the soloist. 

Wood winds and pizzicato strings open the first movement [.Nicht zu schnell 
(not too fast) A minor, 4/4] with a brief introductory passage. The cello then 
announces the main theme, with string support. This is developed. A tutti 
passage, given forte, leads to the second theme, given out in C major by the 
solo cello, which is then kept busy with passage work. After more develop¬ 
ment, the first theme returns in A minor. The second theme reappears in A 
major, the movement’s final key. After the coda, the cello links the first with 
the second movement in a transition phrase. 

A soothing cantabile theme serves as base for the second movement [Langsam 
(slow) F major, 4/4], which is largely a romanza for solo cello. The support 
is mostly in the strings, with occasional wood-wind entrances. A double-note 
passage for cello occurs immediately after the announcement of the theme. 
Toward the end of the movement the Langsam marking changes to etwas 
lebhafter (somewhat livelier) and a quick passage for the solo instrument 
ushers in the last movement without a break. 

In the finale [Sehr lebhaft (very lively), A minor, 2/4] orchestra and cello 
begin with a brisk exchange of phrases. There is a tutti crescendo, and the 
cello brings in the first theme, starting in C major and modulating to A minor. 
After a flurry of passage work, the cello ushers in the second theme. Meanwhile 
fragments of the first theme crop up in the accompaniment. The material is 
worked out, the first theme then returning in the orchestra. At the end there is 
a brilliant cadenza for solo cello. 

The orchestral scoring calls for two flutes, two oboes, two clarinets, two 
bassoons, two horns, two trumpets, kettledrums, and strings. 

Overture to Byron’s “Manfred,” Op. 115 

In his early biography of the composer, Joseph von Wasielewski tells how one 
day in Diisseldorf Schumann read Byron’s poem aloud to a group of friends. 
As he read he became more and more excited, until at a particularly fervid 
passage, his voice broke. He burst into tears and stopped reading. Clara 
Schumann’s diary is further testimony of Schumann’s strange passion for 
Byron’s* so-called “witch drama.” An entry of 1848 records the fact that her 
husband had set to work “on a new work, a sort of melodrama, Byron’s 
Manfred , which stirred him to an extraordinary degree.” When Robert read 
the poem to her—this time without interruption—she confesses being “deeply 
moved.” On Nov. 14 she notes that Robert had come home the previous night 
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with a bottle o£ champagne, the occasion being tite "birthday festival 1 ’ of 
first section of the Manfred music. 

The Overture is only part of Schumann's music fur the dramatic poem. *] 
composer projected the work for dramatic performance, supplying entr’ac 
monologue accompaniment, and other incidental music. ’Hus, despite Byre: 
own avowal in a letter to his publisher Murray that he had tendered the no 
"quite impossible for the stage, for which my intercom sc with Drury Lane] 
given me the greatest contempt." Byron’s suggested terms for die work w 
Poem in Dialogue or Pantomime- ■ -‘'anything but .1 green room synonym." 

When completed, the score wets sent to Fran/ Lis/t for a planned premiere 
Weimar. After revising and rearranging it, Schumann felt u.nvinced it cot 
be “risked on the stage." Byron’s personae dramas it of "spirits," Sclutma 
suggested, should come on the stage twit as "appantsous" hut as "real jxmpl 
In forwarding the manuscript to Liszt he expicsscd the pious hope that t 
great man would like the Overture, “one of the fittest of my brain ehildrei 
adding humbly, “I wish you may agree with me." Liszt did agree. “I count 
among your greatest successes,” he wrote bark, atir: two performances 
Weimar, which Schumann was unable to attend. "1 brhrvr that you wot 
not have been dissatisfied with the musical prep.uatu*n an* 1 petiotmanee of t 
work. The whole impression was a thoroughly noble, deep, rlrvutitm one, 
accordance with my expectations." 

One would suppose that Mrs. Schumann, in gratitude, would at least aitc 
Liszt to keep the autograph score, as requested. Vet, die favoi was tefused, at 
wc find the adroit Liszt addressing an oddly phrased letter with the ret urn 
manuscript. 

I confess that I had flattered myself a little in petto duf lo.ls rt would leave 
with me in virtue of ptme\sum in a friendly m.mnrt t Un titrate* posse .srs att «ta 
copy, which will serve us for subwijurnr jiertomum es ot Manprd, 

I was tempted to send you this <opy, vvhnh tot irvi-aon ot p,„oh. would ! 
sufficient, hut I know not what scruple of houot kept mr ttom doing so. fVrha 
you will find that it is possible generously to entourage my slightly waveting virtu 
and in that ease you wilt have no trouble in guessing what would k to me 
precious reward. 

Later Clara waged bitter, unrelenting war on Liszt and hr, .ampfollmvet 
There was no restraint now, sitae her husband was .lead, f low she felt may i 
gathered front the fact that she removed the drdh atom m Lts/r from tf 
Fantasies Op, 17, 

^Schumann was drawn to Byron s gntndtlotjorftf p*rnt fur nutty fravtits, Tl 

hero was involved in some wild, imprmmn sftup^Se t«*t tnumm frecdon 

Romantic ardor surges through the p.rm, as well 4 s Manfml’s ft.time .mguis 

over a mysterious* inexpiable crime, Uatrammclcd rcinotw* r\prrv+cd tti rhaj 
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sodic laments, mingles with a kind of Promethean intensity. In the poem, 
Manfred’s nobler side grapples with the forces of evil. The gnawing sense of 
guilt runs like a leitmotif through the drama. The spirit of Astarte, Manfred’s 
dead sister, comes to console and guide him in the great spiritual bout. The 
struggle grows fiercer. Unlike Faust, Manfred rejects the compact with evil, 
remains the master of his fate, and dies liberated and redeemed. 

No doubt William Hazlitt was right in regarding Manfred as Byron in fancy 
clothes. But it is a Byron far ahead of the earlier Byronic images of Childe 
Harold and the Oriental tales. The spiritual anguish is more genuine and the 
poet of freedom more resolute in his fight against dogma and tyranny. While 
Byron may have intended the poem as a tribute to his half-sister Augusta, to 
whom he was deeply attached, and as a gesture of self-pity over the undivulged 
“crime,” the immediate inspiration came from a reading of Goethe’s Faust and 
a tour of the Bernese Alps. The drama unfolds “amongst the Higher Alps— 
pardy in the Castle of Manfred and partly in the Mountains.” A typical 
romantic touch is found in Byron’s directions for the opening scene—“A Gothic 
Gallery.” 

Goethe not only regarded Manfred as a “wonderful phenomenon,” but 
declared that * “Hamlet’s soliloquy appears improved on here.” When Byron, 
who knew only a few oaths in German, was shown the German newspaper 
containing Goethe’s remarks, he concluded from the one word hypocondrisch 
that the review was unfavorable. His friend Hoppner, however* translated the 
whole review and Byron was elated that “the greatest man of Germany, perhaps 
of Europe” had praised his poem in such glowing terms. Some of the tonic 
grandeur of Manfred doubdess stems from Byron’s view of the famous Staub- 
bach peak, where he “heard the avalanches falling every five minutes—as if 
God was pelting the Devil down from Heaven with snowballs.” In another 
letter he describes the glacier at Grindelwald as a “frozen hurricane.” 

Byron’s dramatic poem is closely followed in the plan of Schumann’s Over¬ 
ture. The mysterious “crime” haunting Manfred is immediately suggested in 
the three quick syncopated chords given out by full orchestra. The slow intro¬ 
duction that follows conveys Manfred’s brooding, troubled nature. The pace 
quickens, leading to the main section of the overture, marked In leidenschaft - 
lichem Tempo (in a passionate tempo). Manfred’s struggle appears in the chief 
theme, assigned to the first violins. This is enlarged upon, with the syncopated 
motive of Manfred’s guilt, reappearing. Then a contrasting second theme enters 
—pathetic, plaintive—Astarte’s melody. Brisk development follows, intended 
to mirror the growing fierceness of Manfred’s struggle, leading to a free fan¬ 
tasia section. The theme of guilt returns in an ominous chord for trumpets. 
Finally the unrest simmers down, part of the Astarte theme is heard in the 
wood winds, the violins give a brief echo of the first theme, and the Overture 
sighs out the death of Manfred. 


L.B. 
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with a bottle of champagne, the occasion being the "birthday festival” of the 
first section of the Manfred music. 

The Overture is only part of Schumann’s music for the dramatic poem. The 
composer projected the work for dramatic performance, supplying entr’actes 
monologue accompaniment, and other incidental music. This, despite Byron’s 
own avowal in a letter to his publisher Murray that he had tendered the'poem 
"quite impossible for the stage, for which my intercourse with Drurv Lane has 
given me the greatest contempt.” Byron's suggested terms for the work were 
Poem in Dialogue or Pantomime- -“anythi ng but a green room svnonvm.” 

When completed, the score was sent to Franz Liszt for a planned premiere at 
Weimar. After revising anti rearranging it, Schumann felt convinced it could 
lie “risked on the stage." Byron’s personae dramatis of "spirits,” Schumann 
suggested, should come on the stage not as "apparitions” but as "real people,” 
In forwarding the manuscript to Liszt he expressed the pious hojto that the 
great man would like the Overture, “one of the finest of my brain children,” 
adding humbly, “I wish you may agree with me." Liszt did agtre. "I count it 
among your greatest successes,” he wrote back, after two peiformances in 
Weimar, which Schumann was unable to attend. *1 believe that von would 
not have been dissatisfied with the musical preparation and pnlurm.iitec of the 
work. The whole impression was a thoroughly noble, deep, elevating one, in 
accordance with my expectations." 

One would suppose that Mrs. Schumann, in gratitude, would at least allow 
Liszt to keep the autograph score, as requested, \ ei, the Livor was 1 closed, and 
we find the adroit, Liszt addressing an oddly phrased letter with the returned 
manuscript. 

I confess that I had flattered myseit a little in prtta that Robert would leave it 
with me in virtue of possession in a friendly manner. < Hn theater jtosscssrs an exact 
copy, which will serve us for subsequent pn tot mantes <>| Manprd, 

I was tempted to send you this topy, whuh tot irciMou ot putoh, would be 
sufficient, hut I know not what scruple of honor kept me tiom doing so, Bcrhapj 
you will find that it is possible generously to ctuoutage my slightly wavering virtue, 
and in that case you will have no trouble in guessing what would he to me a 
precious reward. 

Later C.lara waged hitter, unrelenting war on Liszt ami his campfollowcr*. 
There was no restraint now, situe her husband was dead. How she felt ntay be 
gathered from the fact that she removed the dedn ation to Lts/t from the 
Fant.tsic, Op. 17. 

Schumann was drawn to Byron’s grandiloquent jtortii for many reasons. The 
hero was involved in some wild, iuqtetumis struggle tot human freedom. 
Romantic ardor surges through the poem, as well as Manfred's ft antic anguish 
over a mysterious, inexpiable crime. Untt.utuueletl icmorsc, expressed in rhap* 
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**>dic laments, mingles with a kind of Promethean intensity. In the poem, 
Manfred’s nobler side grapples with the forces of evil. The gnawing sense of 
guilt runs like a leitmotif through the drama. The spirit of Astarte, Manfred’s 

ea d sister, comes to console and guide him in the great spiritual bout. The 
struggle grows fiercer. Unlike Faust, Manfred rejects the compact with evil, 
re Uiains the master of his fate, and dies liberated and redeemed. 

No doubt William Hazlitt was right in regarding Manfred as Byron in fancy 
dtathes. But it is a Byron far ahead of the earlier Byronic images of Childe 
*~Iavoid and the Oriental tales. The spiritual anguish is more genuine and the 
poet of freedom more resolute in his fight against dogma and tyranny. While 
Byron may have intended the poem as a tribute to his half-sister Augusta, to 
Whom he was deeply attached, and as a gesture of self-pity over the undivulged 

crime,” the immediate inspiration came from a reading of Goethe’s Faust and 
a tour of the Bernese Alps. The drama unfolds “amongst the Higher Alps— 
partly in the Castle of Manfred and partly in the Mountains.” A typical 
r omantic touch is found in Byron’s directions for the opening scene—“A Gothic 
Gallery.” 

Goethe not only regarded Manfred as a “wonderful phenomenon,” but 
declared that “Hamlet’s soliloquy appears improved on here.” When Byron, 
who knew only a few oaths in German, was shown the German newspaper 
containing Goethe’s remarks, he concluded from the one word hypocondrisch 
that the review was unfavorable. His friend Hoppner, however, translated the 
whole review and Byron was elated that “the greatest man of Germany, perhaps 
of Europe” had praised his poem in such glowing terms. Some of the tonic 
grandeur of Manfred doubtless stems from Byron’s view of the famous Staub- 
bach peak, where he “heard the avalanches falling every five minutes—as if 
God was pelting the Devil down from Heaven with snowballs.” In another 
letter he describes the glacier at Grindelwald as a “frozen hurricane.” 

Byron s dramatic poem is closely followed in the plan of Schumann’s Over¬ 
ture. The mysterious “crime” haunting Manfred is immediately suggested in 
the three quick syncopated chords given out by full orchestra. The slow intro¬ 
duction that follows conveys Manfred’s brooding, troubled nature. The pace 
quickens, leading to the main section of the overture, marked In leidenschaft - 
lichem Tempo (in a passionate tempo). Manfred’s struggle appears in the chief 
theme, assigned to the first violins. This is enlarged upon, with the syncopated 
motive of Manfred’s guilt, reappearing. Then a contrasting second theme enters 
—pathetic, plaintive—Astarte’s melody. Brisk development follows, intended 
to mirror the growing fierceness of Manfred’s struggle, leading to a free fan¬ 
tasia section. The theme of guilt returns in an ominous chord for trumpets. 
Finally the unrest simmers down, part of the Astarte theme is heard in the 
wood winds, the violins give a brief echo of the first theme, and the Overture 
sighs out the death of Manfred. 
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Alexander Scriabin 

BORN: MOSCOW, JAN. 6, 1872. WEEK MOSCOW, APR. 27, U} 1 %, 

Scriabin has given us synthetic music f *' mu<icine'* a product which 
bears much the same relation to music as margarine to butter, mi 
saccharine to sugar.—* Cecil Gray. 

^Prometheus: The Poem of Fire/’ Op, 60 

Scriabin’s symphonic ode to the mythical fire hearer was fits last work for 
orchestra. Composed in IW-Dll, it was performed in Moscow on Mar* 15, 
1911, and published later that year. Two preen ling works* The Divine Poem 
and The Poem of Ecstasy, were parts of a planned cosmic cycle* Prometheus 
was to be followed by Mysterium , which the so-called ‘‘Muscovite seer 11 en¬ 
visioned as a gigantic ritual of die senses blending mime* color, word, mimicry, 
and smell* The rebirth of man was to be its theme. Its premiere was reserved 
for India, the home of Karma and strange mysticism. In the midst of this vast 
creation, death stepped in. Thus the cycle ended with Prometheus, 
brum all reports Scriabins Mysterium would have made Prometheus 
sound puny by comparison. Yet, The Poem of Fire is no small-scale phe¬ 
nomenon in program and project, Scriabin planned it as Tt symphony of 
sounds” to be accompanied by "a symphony of «4or rays,” For the purpose 
he invented a special color keyboard, called a taotera per luce or clavier k 
lumtbre* Witli it, colored lights were projected on a screen, light and musk 
were thus to be synchroniml in symbolic union, Scriabin apparently saw 
special significance in that as **a perfect rife,’* It is not known exactly why 
the clavier a lumike did not figure in the Moscow performance* One story 
is that the instrument was not ready* Another is that at the List moment 
it failed to function* 

At any rate, the contraption was userl when Modest Altschuler anti the 
Russian Symphony Orchestra played die Poem in New York in PHI, SertablfA 
wishes were carried out to the Inter, Colors flashed on a snrrti in shifting 
nuance with the music. The audience was dtsfra* red hv rite novelty* Pew 
paid any attention to the music. Those who dal, humd Itfdr patallcl lietweea 
the lighting and the music, 1 hr result was tlesctifml as M nof metimaging” 
Possibly it was not time for Walt Disney MbiitunuC* Although dir wore calk 
for piano, organ, chorus of mixed voters, darner a lumtke, besides a huge 
array of instruments, Scriabin considerately aufhoti/cd perfWftiaitces of The 
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Poem of Fire without chorus or color. In the score the part for the clavier 
a lumihre appears with notes on the top staff. 

At this point a few definitions may be helpful in understanding Scriabin’s 
Promethean aims. Theosophy, which he professed, involves a knowledge of 
the Divine Being through “spiritual ecstasy, direct intuition, or special indi¬ 
vidual relations. Karma, the Sanskrit word for fate, is used by thcosophists 
to mean the quality of an action which imposes on the subject an obligation 
or condition in a future state. Mysticism, of course, involves communication 
between Man and his Maker. The Mystic also solves mysteries through 
“internal revelation.” As for Prometheus, the “forethinker,”* he was the Titan 
who stole fire from heaven and gave it to mortals. According to Scriabin’s 
program, mankind lived in a crude Karma-less state before Prometheus came 
along. The gift of fire awakened good men to creative activity. But it also 
turned grosser natures to evil purpose. Fire was thus a boon and a curse to 
Man. The conflict between both forces is imaged in Scriabin’s Poem in two 
contrasting themes, ending in the triumph of High Purpose. Rosa Newmarch 
boldly set forth the program as follows: 

We have here the elements of a fairly definite and infinitely varied psychological 
program: the crepuscular, invertebrate state of Karma-less humanity; the awakening 
of the will to create, in both its aspects; the strange moods of bliss and anguish 
which follow the acquisition of consciousness; probably, also, the last, fierce rebellion 
of the lower self preceding final ecstasy of union, when the human mingles with the 
divine—with Agni, the fire which receives unto itself all other sparks in the ultimate 
phase of development. 

Of course this Prometheus sounds like a very distant cousin indeed of the 
Prometheus of Aeschylus and Shelley. 

It was this sort of thing that made illuminati worship at Scriabin’s shrine 
for years. Even in 1925 it was said that “among European modernists his 
ghost disputes with the living Stravinsky the distinction of being the musical 
idol of the younger set.” His later works were hailed as “mystical rites” by 
votaries. “Music,” they said, “was merely the language Scriabin used to fore¬ 
tell the future.” Art and religion were regarded as one by the starry-eyed 
Russian. Music was a medium of “religious ecstasy.” The world was expected 
to go to Scriabin’s symphonic creations as to High Mass. If Wagner had 
devised the perfect drama, Scriabin had discovered the perfect rite. “As Byrd 
brings pathos,” the epigram ran, “Bach brings drama, Beethoven heroism, 
so Scriabin brings ecstasy into music.” Cognoscenti insisted that a knowledge 
of theosophy was needed to grasp Scriabin’s music. To which D. C. Parker 
retorted: “Few musicians are theosophists and few theosophists musicians.” 
When we listen to Scriabin, said Siegfried Lavoie-Herz, in a pronouncement 
worthy of the master, “the human body ceases to be felt as body.” 
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Karma works mysteriously. The composer who felt destined to play a 
great part in Man’s salvation, the Mystic of Mystics who at times thought 
himself God, this prophet of universal uplift and cosmic design, while con¬ 
fecting a giant amalgam of the senses in art died ironically from a common, 
boil. 












Dmitri Shostakovich 

BORN: ST. PETERSBURG, SEPT. 25 , 1906 . 

I consider that every artist who isolates himself from the world is 
doomed. 1 find it incredible that an artist should want to shut himself 
away from the people, who, in the end, form his audience. I thin\ an 
artist should serve the greatest possible number of people. I always 
try to ma\e myself as widely understood as possible, and, if I don’t 
succeed, l consider it my own fault. —Dmitri Shostakovich. 


Symphony No. 1, Op. 10 

I. Allegretto; Allegro non troppo. H. Allegro. III. Lento: Largo. 

IV. Allegro molro. S 

otri Shostakovich s music is unique in having been written about almost 
:f it wore a chapter in Karl Marx’s Das Kapital. Pol itical and social therm, 
played a dominant role in appraising his work, and Shostakovich’s own 
ements on Soviet institutions and the role of music in a classless society 
e stimulated analysts to keener research into symphonic polemics. For a 
e many outside Russia regarded his work as a kind of regimented material- 
stated in symphonic terms, and the shadow of the Kremlin was held to 
'<■ large over his esthetics. 

rom the time the outer world began to take notice, Shostakovich never 
tated to outline his aims and purposes, and of course they coincided so 
ely with the dialectical teachings of Marx, Engels, and Lenin, not to 
•look Stalin, that many jumped to the conclusion that the dictates of 
Uganda were straitjacketing an exciting new talent. Others did not care 
heard only music. The fact that some of Shostakovich’s symphonies cele- 
ed the October Revolution and a May Day vision of world socialism only 
le matters worse. This startling young genius, many felt, was assuredly 
king in a groove. They pounced on statements like the following as 
ission of doctrinaire rigidity and submission to authority: 

am a Soviet composer, and I see our epoch as something heroic, spirited, and 
as. . . . Music cannot help having a political basis—an idea that the bourgeoisie 
flow to comprehend. There can be no music without ideology. The old corn¬ 
's, whether they knew it or not, were upholding a political theory. Most of 
■» of course, were bolstering the rule oi the upper classes, 
e revolutionists have a different conception of music, Lenin himself said that 
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“music is a means of unifying broad maws of jw.tple" Nut a i a.i.-s „j' ina 
j perhaps, but certainly an organizing force! It is no longer an end in j ^ 
j vital weapon in the struggle, ’ 

‘' The plain, irrefutable fact of the nutter, .uvutdsm; to a later verdict, is4st 
Shostakovich is the typical Soviet youth, nun tired during a revolutions 
upheaval, knowing no other social order, and named to view all phenomena 
including art, as rooted in and rellectmg polttnal and rumotntc reality. To 
what extent the Marxist method, as pure throjv, works side l>y side wMt 
native genius in his creative processes is indetri tttmate, Dividing how much 
of Shostakovich’s output is the direct result ut dulrtin •* eatrted amsekaA 
into practice anil how much the normal at nun tea, non of genius to external 
stimuli is futile s[teailation. Yet, Shustakovnh t ami>>i (w umstilered apt 
from his milieu. But, then, that also applies t«» I'.drstiuu, Beethoven, ltd 
Wagner. It is merely a shift in focus atid emphas:-;. 

Many critics alleged that Shocfakovnh vva. taking hr, need too literally 
and regarded the politics as irrelevant, Maisi-zs .n,rpn-d it ,« cvmptifpjr 
the doctrine of art as struggle tuwatd a ttru- suithms. \< anv late, .Shostako¬ 
vich is an active cog in the Soviet machine, It , bn or-, ,«<• he. and its critera 
of heroic deeds evidently his ptidr and gtndr. H>- wot,Sup-, the memory of 
Lenin, and his Ixtohshrlves ate said to lie laden nsth the wining* of the 
founding Marxist fathers. In the bomb »r!U-, «•! Lr-nm’, no lu* umipW 
his Seventh Symphony and helped defend hr. own Im-hpUe as a lire warden, 
The actual and the abstract, the teal and the t ie d, the immediate and die 
ultimate merge remarkably in his woik. He admitted hauMy in 

I cannot think of my turthei progress apart tt».:n uni ulnt run ture, and tlx 
end which I set to my work is to lorttuhtttr at r-.m pmut mu-aid the growth of our 
country. There can lx* no greater |oy for a iotop..rt duo t!r timer assurance of 
having assisted by his works in the elevation of N.e,srt umma! uiltute, of having 
been railed upon to play a leading role in the rr. aamg us Jniia-m jtrnrptiou, 

Shostakovich has for many yeats !>«•» t»«ii-,)drml a, kind of “eompew 
laureate to the Soviet State," His (t.tobce .Vvot/wovv, u.mpxwd when bt 
was twenty-one for the tenth .mmvman of rite IDWun-t!, Mrvolutbn, w» 
presented simultaneously in Lemttgiad, Kiev, and KarUff as pit 

of the nationwide celebration. It has sitnr turn ie prated annually at similtt 
festivities. His May lhi\ .Symphony, wrtnrn m«. v-vo-. later, in I’t,?), it *bt 
an annual rite, reportedly “stirring Kimun audiences *«» each s««edii$ 
May Day.” 

Shostakovich suffered a tensprary but Mgnifh am r. hpse early in 1**^ triw 
his opera iMtly Macbeth of Mvenik was drn< .timed bv Soviet etttiis a* *fl& 
Soviet, unwholesome, cheap, eccentric, tuneless, and Mma" Others fatted 
its “bourgeois formalistic tendencies" and "vulgat tedi-anand the i-.sttew 
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raised of folk consciousness versus “an indulgence in fruitless devices to 
enrapture the art gourmands* The composer whom the outside world feared 
too deeply enmeshed in theories of proletarian culture, was now charged with 
failing to talk to the people in a new, powerful, and intelligible language.”, 
As an advanced Soviet composer, he had failed to “plunge into the social 
currents swirling around him.” His Fifth Symphony reestablished him at 
home and gave him greater prestige abroad. 

The First Symphony was completed in 1925, “the product,” Shostakovich 
tells, “of my culminating studies at the Conservatory.” He had entered the 
Leningrad academy in 1919, after studying music for four years, and won 
his diploma in 1925, After taking courses in piano and composition with 
L. Nikolaiev, counterpoint with M. Sokolov, and harmony and orchestra 
with Maximilian Steinberg, he attended post-graduate lectures in composition 
given by Steinberg. He writes: 

I was then absorbing with enthusiasm and quite uncritically all the knowledge 
and fine points being taught me. But once my studies were completed, the necessity 
of assorting a large part of the musical baggage which I had acquired arose. I 
sensed that music was not merely combinations of sounds, arranged in a particular 
order, but an art capable of expressing through its own means the most varied ideas 
and feelings. This conviction I ’did not reach without difficulty. During the whole 
of 1926 I did not write a single note, but from 1927 I have never stopped composing. 

According to the American writer Nicolas Slonimsky and the Leningrad 
critic I. L Sollertinsky, Shostakovich's earliest music reflected the Rimsky- 
Korsakoff and Glazounoff tradition still flourishing at the Leningrad Conser¬ 
vatory. Mr. Slonimsky writes: 

Yet his first symphony shows some definite departure from traditionalism. Thus, 
the recapitulation in the first, movement reverses the order of the subjects (he uses 
the same method in his Cello Sonata of 1934, which' shows that it is no youthful 
whim). The harmony of the Symphony is far more acrid than any academic training 
would justify, and the linear writing is hardly counterpoint conscious. There are 
such strange interludes as a kettledrum solo. The melody structure is angular, 
chromatic at times, ami then again broad, suggesting a folk song rather than a 
subject for a symphony. Yet, there is enough symphonic academism in this first 
important work of Shostakovich to connect it with his academic training. 

^The Symphony was first heard in Leningrad on May 12 , 1926, at a concert 
directed by Nicolas Malko. By the following year it had carried the name of 
Shostakovich to other parts of Europe. Bruno Walter conducted it in Berlin 
in November, 1927, and on Nov. 2, 1928, Leopold Stokowski introduced it 
to America at a concert of the Philadelphia Orchestra. The New York Phil¬ 
harmonic-Symphony brought the work into its repertory on Apr. 8, 1931, 
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when Arturo Toscanini directed. The score fails to number the symphony, 
merely labeling it “Symphony for Orchestra, Op. 10.” ' 

Unlike the May Day and October Symphonies, as well as the Fifth, com¬ 
posed in 1937 for the Soviet Republic’s twentieth anniversary, and the Sev¬ 
enth, inspired by the siege of Leningrad, Shostakovich’s First Symphony is 
not avowedly an utterance of urgent political and social faith. Lawrence Gil¬ 
man termed it primarily an esthetic expression rather than a tonal tract,” 
pointing out that if the music is a vehicle of economic doctrine, “Shostakovich 
has kept the fact to himself.” 


There is an Allegretto introduction to the first movement (4/4) in which 
the first theme, in three sections, is heard. The theme is heard again, in 
F minor, when the movement proper begins (Allegro non troppo). The 
flute gives out the second theme in C minor against a background of strings 
played pizzicato. It passes to the clarinet and thence to the basses. After 
impassioned development the movement closes softly. 

“A scherzo (Allegro, 4/4; 5/4) follows. The chief theme, in A minor, is 
announced by the violins to a pizzicato accompaniment. The trio (Meno 
mosso, E minor, 3/4) has a subject assigned to two flutes under an inverted 
pedal E which persists in the second violins for fifty measures. 

“The slow movement (Lento, D flat major, 4/4) opens lyrically with a 
mournful oboe solo chromatic in character. Eventually the melancholy song 
dies away, and after a hushed passage in the divided strings a crescendo 
' drum roll leads into the finale, marked by sharp contrasts in pace and mood, 
One measure of Allegro molto prefaces twenty-nine measures of Lento 
which constitute an introduction to the main body of the movement. Begin¬ 
ning Allegro molto in F minor, this movement presents its chief thrmr in 
the clarinet. A new theme in A major is given out by strings and wood winds, 
Still another theme is heard from a solo violin (Meno mosso) and then from 
a solo horn. The Allegro molto comes back, and the movement proceeds 
through an Adagio and a Largo to a Presto close in F major ” 

’ L. B. 


Symphony No. 5, Op. 47 

I. Moderate. II. Allegretto. III. Largo. IV. Allegro non troppo. 

At its first performance, Leningrad, Nov. 21, 1937, The Fifth Symphony 
was received with tremendous enthusiasm, press and public alike going vir¬ 
tually into hysterical raptures over the work. It was said that Shostakovich 
—just previously rather at odds with the powers that be—had, at last, freed 
lmself from individualistic chaos and formalistic experimentation.” Even 
the late Alexei Tolstoy, writing about the piece in Izvestia, remarked on the 
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mposers emancipation.” “Glory be to our people which procreates such 
ents, he declared. Today we have ten masters, tomorrow there will be 
ndreds. Soviet art is world art, it must be world art!” 

Another said: 

Shostakovich s Fifth Symphony is a work of great importance, as a milestone in 
: composer s development. The fetters of formalism, which held the composer so 
S a “ d P revcnte ^ k lm from creating works profound in conception, have been 
n °ff-He must follow up this new trend in his work. He must turn more boldly 
rard Soviet reality. He must understand it more profoundly and find in it a new 
nulus for his work. 

The first American performance of the Symphony was at a concert of the 
5C Symphony, Artur Rodzinski conducting, on Apr. 9, 1938. It entered 
Philharmonic-Symphony’s repertoire during the Society’s Centennial Sea¬ 
son Feb. 19, 1942, Serge Koussevitzky appearing as guest conductor, 
fis scored for two flutes, piccolo, two oboes, clarinets in A, B flat, and 
3at, two bassoons, contra-bassoon, four horns, three trumpets, three trom- 
tes, tuba, tympani, bass drum, cymbals, triangle, tambour militaire, tam- 
1 , xylophone, bells, celesta, piano, two harps, and strings, 
he first movement presents two themes; the first, made of wide intervals, 
pven antiphonal treatment by low and high strings, the second, a long 
lody. The movement is developed mostly by means of melodic accumu- 
an, and there is an interplay of rhythms, by turns mild and vigorous, each 
:essive change serving to alter the quality (and occasionally the mood) 
:he material. 

'he second movement has themes that resemble the Handler waltz, and 
r manipulation is much in the form of a scherzo. 

he Largo again presents a development based on melodic rise and 
age, with the theme passing from string to wind choirs. An especial 
ure is the fortissimo at the end, contrived without brass, 
he fourth movement, a rondo in design, high lights a march rhythm, 

1 a tune Russian origin, or, perhaps, resemblance. A slower part pre- 
s once morc material from the first movement, a particular fragment of 
ch gets new development. The tempo speeds up, as the Symphony ends. 

R.C.B. 


Jymphony No. 6, Op. 5 3 

I. Largo. II. Allegro. III. Presto. 

Leningrad premiere of the Fifth Symphony occurred on Nov. 21, 1937. 
ost exactly a year later Shostakovich announced plans for a new symphony 
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in the Soviets\oyo Is\tmU'o (Sttvict Art) of Nov. ,’tl, PHH. A rfC4t , )( | . 
and student of Lenin, he had long projected a nuiMcal memo; Li*» T 
Soviet’s founding father. Lenin, hr now revealed, wax to he die tht-n* 1 ' 
his Sixth Symphony. He was going to evpiexx "timnigh id.- nv.iiu^°! 
sound the immortal image of Lenin as a gtr-.it son oi the m J*! 
and a great leader atul teacher «*f the nu-tvs." Shostakovich 
that his decision hat! been prompted bv letterv ir, rived in him tr.>njVv^ 
corner of the Soviet Union. They contained advue aL >ttt his next -.vinplm^ 
What esjiecially impressed him was the tmuting suggesnon un7' 

use of musical folklore." As SlonimvKv uhxrt vex, Shuxtui, p,iy ■* 

tended to link Russian folklore and the Rrvofnmti rho>ttt;h 'Lv wovn^’ 
figure of Lenin.” Chorus and soloists wne m. hided m the t; ( ■p* 
verses were to be by tieasant poets. 

Lor some reason, Shostakovich abandoned tlsr pn.jr, t, Lrnin’x name «a 
not on the Symphony when it was first pet Fumed | Vr, f, p);<) 
the two-month Festival of Soviet Music held in \h>-„,\«. a matter of f» 
the Symphony stirred tip little imrtr-a at die nine, The tr-.isv.ii au^ 
received it without excitement. 'Hir biggest ova-mr, nen, no,rad, tn'eantoi 
by Prokofieff (AtexanJtr AVr.*.,), Shapoim Ah, Kuh‘; .«• FtriJ), am! 
(Emelian Pu^auhno), all based on hro«. rxpim>, m r ,n!v fitt-.Mati hutotf. 
The following month die magazine S >a Mu,,, a was tar from adti 
tory^in its objective analysis. "The Irma war. nude faith * Seat ” s.m ]&, 
Slunimsky. Wh.tt w.ts needed m the \ r.u 1 * f*' w as ihr f.'tu-tutivi/atkiQ of 
Russia circa 1240, while Shostakovich devoted ho, talent piim ioa!lv to tstfeki 
ing Russia circa 1X40. However, the Si.t, set ptib'u )<-',>raided more CQitlUlj 
at subsequent hearings, which have Isrrn tnuoer, ai,, 

The American premiete of the Sixth Symplono ,iLu .mmuinml as % 
first performance outside Russia" omitted m Philadelphia on ,\ f ov. 24, M 
at a concert of the Philadelphia On he at a, Leopold St. Amnio comfuctti 
The work entered the Boston Symphony tejntois t ,n Mat, At. P'42. Attbt 
Philadelphia premiere the program i»«ik rauir.l 4 ,., lfrl „ rm |, v M r . SnM 
about the differences in aim am! style between Sh.»’U„l,„y,,h\ F;:\s .r.td&ii 
Symphonies, Mr. Stokowski stated: 

In ^his I*ifrh Symphony, Shostakovich patnu-d m four thr inner amt m 
experiences of an artist’s life ■aimrfmif. expo-vang i! ( r J,e- • ■ -! .t., 

in me street, as in the fourth part’ suun-Muir'i pamo;-,,; web si.au. splashes of mb 
a gamin i r uitnor, as in the xrmud part and t-.-.r--, ,<-‘ih„s ' ti-.r •amdei 
oreflestral means the innermost irvrrir* of frn spun to fail and urUn LL 
or rising to sublime heights nt r.sta*.v, a. m the sbu I j, 

«r !L,!!1•'* S y ra I* ,l *«‘y. Shtrtt.tkovn h has mug,,-.-.* ,} r ,nnal mpm* 

of symphomc form, but ,« f»s S,«h Symphum he !,*•. „ ■ ■ • m. 

it u in three parts, »tstea,f of tour, and the tint t , ,!, r dm umriarm, is 
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:cond the scherzo, the third is based on dance rhythms and later has themes inspired 
r the popular folklore of Russia. These three parts are strongly contrasted and are 
naarkable for the firmness of their melodic outline, rhythm, and musical character. 
In each symphony Shostakovich shows himself to be more of a master, to be ever 
•owing, ever expanding in his imagination and musical consciousness. In his Sixth 
rmphony he has reached new depths, especially in the first part. Here are harmonic 
quences, and several melodies sounding at the same time, making modern counter- 
>mt, which are of great originality and intensity of expression. At the first hearing 
ey sound strange and even obscure, as if the meaning was concealed and hidden, 
it after hearing this music three or four times it suddenly becomes clear and has 
eat depth of expression. 

The three-movement scheme is unusual for Shostakovich. It is as if the 
''mphony had shed an opening Allegro movement and begun with its slow 
ovement, Largo—Shostakovich’s “favorite indication for a slow tempo,” as 
.r. Slonimsky points out. An unusual feature of the second, or scherzo, 
ovement is the first appearance of the E flat clarinet in a symphonic score 
Shostakovich. The extensive array of instruments also includes, besides 
ings, two flutes, piccolo, two oboes, English horn, three clarinets in B, 
ss clarinet, two bassoons, contra-bassoon, three trumpets, four horns, three 
unbones, tuba, tympani, tambourine, military drum, bass drum, cymbals, 
angle, tam-tam, xylophone, celesta, and harp. 

The Largo exceeds in length the combined second and third movements. 
:llos, violas, and wood winds state the lyric first subject of the movement, 
th the high strings carrying it upward. The strings then take up a somber 
-ond theme. This is broadly expanded. As the development subsides, ex- 
" ssive solos are assigned to English horn and flute. At one point the strings 
>eat the mam theme, lifting it to quivering heights as the brasses apply 
Porous phrases against it. A four-note figure, heard earlier, recurs promi- 
ntly toward the end, uttered in succession by winds a-nd strings, and with 
melodic intervals somewhat altered. The movement dies down gradually. 
The scherzolike second movement—with its skirling runs, bouncing rhythms, 
ird percussive effects, and sudden shifts to pastoral moods—contrasts sharply 
th the somber intensity and broad lyricism of the Largo. The E flat clarinet 
i piccolo have vital roles in scherzo scheme, and the xylophone rattles out 
slightly macabre or sardonic vein. In one of the abrupt transitions a flute 
mts a quaintly bucolic passage. From a fairly amiable start, the movement 
xibs to a shattering climax toward the end, with brasses and battery going 
>ng, and finally returns to normal. 

n the rondolike Presto finale (in common time, like the Largo movement) 
lelike march and dance motives mingle in a brash and swaggering whirl 
rhythms. One of the themes bears a saucy, Offenbachian flavor. The second 
•t of it seems to twist itself sardonically out of shape. At one place there 
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is that sudden intrusion of a village-hand motive which comes up repeatedly 
in Shostakovich’s music for humorous or satiric rth\t. A certain quick phrase 
will remind many of the opening of the Mexican folk sung "t Vhn* Undo.** 
The xylophone even tosses in a rhythmic suggestion of the "Anvil Chorus'" 
from Verdi’s II Trovatorc. A brisk marching song hursts mtn the scheme, 
and the dominant impression is of stum: outdoor holiday frolic. 

* Dfc 


Symphony No. 7, Op. 60 

Allegretto. If, Moderate juteo allegretto, III. Adagio, IV. Allegro nim 

troppo. 

It is now known that Shostakovich had planned a Seventh Symphony some 
time Itefurt* the sudden rupture of the Russo (in matt nts-iiir, As early as 
December, PHO, he had said. In EMI, 1 hope to .*nopirrr n«v Seventh 
Symphony, which ! shall dedicate to the gteat genius .a mankind Vladimir 
Ilyitch Lenin.” Then came the Ixtmbslicli lirtote the Umiits, Rut let Shosta* 
kovieh himself tell it: 

On that peaceful summer morning of [uue 2.1, I'Mt, 1 sv « m my wav in the 
Leningrad Stadium to see my favorite Sunday sours game. M.-ha.»•!.' , M ,J„, ,,ddi*vi 
found me hurrying down the street. . . . Out tomtit!, muutn.lnr esoo-i,.,- was 
rudely shattered! At the Iumingrad Conservatory, wltmr 1 w o lira ! m »D j.utton.nr 
department, vacations liegin on fuly I. Rut this «.e. not rlo* uaul w ttmr, 
Professors and students remained u> form a Its at an raid d-!r»„- mot 1 ,mrd as 
a fire fighter. I had already applied as a volunteer ns tlr atm,, it, t ;dum,-,S ( my 
application was already accepted, I was not »ailed tor dins, fmo-.td, 1 *,>, a-lnf M 
join the theater section of the People’s Volunteer Aron , , , Mr .m.CoL, «» i|«. 
first hot July days, I started on my Seventh Symphony, »,.o,/ru-d a-, a musical 
embodiment of the supreme ideal of patriotic war. 11- w-d, .•n.-mv.rd me iont 
pletely. Neither the savage air raids nor the gum -L-c- ./• , D La, ; uesrd uty 
toultl hiruler the flow of musical idea - .. ... 1 iintlr I *,*,eb an infin,.... inreieari, 

I continued to comjK.se marches, song., and i»h». mu*. , ,.»d ,-n, Sr I m my 
organiz.itional duties as chairman of the Dm,0,0 .! t .an;* ■ „>»■/ ! Vc.-m, ao«i tftrii 
would return to my symphony, as though f had f-u ,» 

^ ^One can visualize the difficulties under whe- !t rh»- ),» } S ., was wrtrrett, 
^1 he composers duties during the period .-t onrrttl 

included, besides those of fire warden, nu,ia *.• ,0 •. ??.■ s* fmn 

where* he played for the Russian hemes. Hr u.u,:' - i ae . ■>!,>■ had 

halted the fascist hordes at the very gates >.f I/non.;?.* 1 .or; om, at'.dim 
men, sudors and infantry, tankmen and smj,r ( 

His hatred of the enemv was enough t»» dr.ims d’ j- 4 , ■; !.,m And that 
v ymp tuny whuit tuul Iwn iitftitclr«l ,t\ 4 y** Jnif# 
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being in a dedication to ‘the ordinary Soviet people, the heroes o£ this 
patriotic war.” 

Shostakovich began on the actual composition toward the end of July, 1941. 
The first movement was ready by Sept. 3, the second by Sept. 17, and the 
third at the end of that month. The Government moved to Kuibyshev and 
the composer followed, putting the finishing touches to the Symphony at 
that city in December. 

In a broadcast Shostakovich explained his work. He said: 

The first and longest movement bears a dramatic and, I would say, tragic 
character. Our peaceful life has been broken up by a threatening event, war, and 
everything has to be subordinated to itfs laws. The music also has another theme; a 
requiem expressing the people’s sorrow over their dead heroes. 

The next two movements were intended as an intermezzo. They confirm life in 
opposition to war. I tried to express the thought that art, literature, and science must 
advance in spite of war. It is, if you like, a polemic against the statement that “when 
the cannons roar the muse is silent.” 

The fourth movement is dedicated to our victory. It is an immediate continuation 
of the second and third movements; their logical outcome. It is the victory of light 
over darkness, wisdom over frenzy, lofty humanism over monstrous tyranny. 

Francis D. Perkins, reviewing the American premiere of the Seventh Sym¬ 
phony for the New Yor\ Herald Tribune, wrote: 

The work, as a whole, has been described as a symphony about the men and 
women of the Soviet Union. The first movement’s programmatic course is easily 
understood in the light of an interpretation furnished by the composer, or, indeed, 
without any advance information. The opening theme, straightforward and vigor¬ 
ous, and the pastoral episodes which follow, represent ordinary people going about 
their daily lives. A long crescendo, in which an initially light tapping on a drum 
and a persistent marching figure wax for twelve minutes to an overwhelming 
sonority, portrays the onset of war, and elegiac measures follow. 

The programmatic intent of the second and third movements is less apparent. 
The second is dominated by a pleasing, fluent melody of rather rural character; the 
third movement is episodic and varied in mood. The finale signifies victory. Here 
a rushing, martial theme gives way to weighty measures whose rhythms recall a 
theme in Beethoven’s Egmont Overture, and the mood and character of the music 
then herald a waxing triumph. 

This huge Symphony, with its lengthy first movement, “virtually a tone 
poem in itself,” said Mr. Perkins, requires a giant orchestra. The composer’s 
orchestration has been praised for its lightness and transparency, despite the 
many instruments. 

The Seventh Symphony’s premiere performance occurred at Kuibyshev on 
Mar. 1, 1942. It was played by the orchestra of Moscow’s Bolshoi Theater 
under the direction of Samuel Samosud. The large audience, containing many 
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high diplomats and Rod Army digtwat ics, i.",r r,» *ar t>,. uimt 
tional enthusiasm, The composer, called main row. 1.1 the stage, 
his accolade pilirely. Politely, too, hr dr* hue,! v 

In keeping with the superdtama *>f tin- cvml,'. j j s ^ 

tale of its arrival on microfilm to tint Pa-J.e.l -.airlv in j 

box, the photographed some tiavrlrd In plarv nt Kuan du-v t» 
by automobile from Teheran to Cane, and In plan - t Hu,, to M ew 
In something over ;t week a corps t >) phut*>,p .iphm pnmed it* 

252 pages of music, a healthy lour volume, ,4 •nmplt.-uk <) R 
1942 , Arturo Toscanini and ihr NMU Svmphon* t h.he-.ua | 4 .iyfej 
the National Broadcasting t’ompanv's network ;;i tT* in .t 
be given it in this country. 

The Symphony had by then ahradv wti,! iurd }«-. w n »hw*m;h the t 
cities of the Soviet Union, and the gadt.*io$.; .0 'b- \f..„.p, 

Mar. 19, was so absorbed in if th.tf all t trs-w r-iom r ! , Hi-d 
throughout its considerable irn;:dt, dry,?.- >U- ,b HI ,4 4 „ 

alarm. To complete the rrcmd, tin* mi;;-*; ■ cfo • ,t rhr Sv 
outside Russia took place at Albert H.di >,k I ,-,<■» , .rt }h je At, |«*|/ 

weeks before the NBC broad. a.r, IV 5 •!!- win.. V» no K**uv*c» 

led the Berkshire Music Sdio .4 On Ik- u a iw • , Atttw 

zinski brought the Symphwiv uu>. the 1 atu -v.j.s, hern's 
on Oct. 14, M2. 
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Tins Symphony was given its otfoia! po-mim' m W,. ,-h *»n \V*v, 4, 
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—and the only recourse from their opinion is the acceptance of the general public, 
which overrules expert decisions in any country in the world. 

Before the performance, Shostakovich wandered nervously around the hall, 
shaking hands and greeting friends. He was exceedingly nervous. He still manages 
to look like a twelve-year-old schoolboy caught playing hookey. He kept brushing 
the forelock of his hair from his forehead. 

Eugene Mravinsky [to whom the Symphony is dedicated], conductor of the 
Leningrad Symphony, an old friend of the composer and one of the best music brains 
in the Soviet Union, had been imported from Novosibersk to conduct the State 
Symphony Orchestra for the event. . . 

Whatever the world’s verdict, the all-important critics’ audience applauded with 
more . than polite enthusiasm (Prokofieff was most enthusiastic), and the public 
premiere the next night was a repetition o£ success. 

Of course, the premiere of any new work by Shostakovich is an event of 
prime importance in the Soviet Union. The newspapers carry endless stories 
about it, heaping praise—if that be the order of things—or, on the other hand, 
doing as extensive and complete a job of fulminating. From a perusal of 
critiques in the Soviet press, following the premiere of the Eighth Symphony, 
one would judge the work to have been received with acclaim, to say the 
least. However, neither Izvestia nor Pravda, Russia’s leading publications, 
had so much as a word of evaluation to say concerning this latest essay of 
Shostakovich. If there is significance in their silence, none of it has been 
interpreted officially, as yet. At any rate, the score of the Symphony carries 
the bold stamp permission granted for export,” which is significant enough 
in itself. 

Grigori Shneerson, writing in Moscow News, the only English language 
newspaper in the Soviet Union, delivered himself of the following review: 

It is extremely difficult, and often inadvisable, to try to give an exhaustive analysis 
of this truly great work after hearing it for the first time. A composition of this kind 
should be heard several times so that it may be digested and assimilated. 

In his new Symphony, the composer himself has given a key for understanding it. 
According to Shostakovich, the Eighth Symphony is “an attempt to look into the 
future, into the postwar epoch. He spoke of its ideological and philosophical con¬ 
ception being expressed in the words “All that is evil and ugly will disappear and 
beauty will triumph.” 

If we regard the Symphony from this aspect, we will see how Shostakovich by 
his very nature sets off in its own pure light the “beautiful” from the “heavy, 
somber shadows of the ugly and the evil” until he achieves out of the blackness of 
Dante s Inferno the radiant glory of the future. Shostakovich gives a stirringly tragic 
picture from the present grim and majestic drama of peoples suffering from “blood, 
sweat and tears.” ’ 

The composer’s thoughts and emotions of the war and of the future are contained 
in his war diary written not in the storm days of Autumn 1941 but in the present 
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time of rejoicing, when final victory and peace are no longer mere slogans but are 
within the reach of all mankind. This diary is written with his heart’s blood. That 
is why it is so powerful. 

The Eighth Symphony is not easy to understand. It has few “catchy” passages. 
Its first movement, an Adagio, takes twenty-eight minutes, and its two marches 
have little in common with what we are generally accustomed to expect from this 
form. In the Passacaglia there are no broad melodies, and the finale lacks the 
traditional triumphant march. Nevertheless, the Symphony makes a profound 
impression. 

The five movements of the Eighth Symphony comprise an Adagio; an 
Allegretto (March); an Allegro non troppo (March); a Largo (Passacaglia), 
and a concluding Allegretto (Pastorale). The last three movements are played 
without pause. 

The score calls for four flutes (one interchangeable with piccolo), two 
oboes, English horn, two clarinets, E flat clarinet, bass clarinet, two bassoons, 
contra-bassoon, four horns, three trumpets, three trombones, tuba, tympani, 
percussion, and strings. 

L R» C. B. 


Symphony No. 9, Op. 70 

I. Allegro. II. Moderate. III. Presto. IV. Largo. V. Allegretto. 

[Last three movements played without pause ] 

Completed on Aug. 30, 1945, at a Composers’ Rest Home near Ivanovo, the 
Ninth Symphony was given its world premiere on the following Nov. 3 by 
the Leningrad Philharmonic Orchestra; at the inaugural concert of its twenty- j 
fifth season. Eugene Mravinsky conducted. Performances followed in other j 
parts of Russia and on the Soviet radio. A year later the inaugural note was | 
repeated here when Serge Koussevitzky and the Boston Symphony featured I 
the American premiere of the symphony at the opening concert of the Berk- | 
shire Festival at Tangle wood, Mass., on July 25, 1946. Artur Rodzinski and ] 
the New York Philharmonic-Symphony introduced the work to New York j 
on Nov. 7, 1946. 

A few days after its completion, a private performance of the Ninth Sym- j 
phony was given on the piano by the composer at the home of Vladimir : 
Vlasov, director of the Moscow Philharmonic. Four listeners were present on 
that occasion, among them Robert Magidoff, correspondent of The New Yor{ ;; 
Times, and Grigori Schneerson, correspondent of The Moscow News pub¬ 
lished in New York. All four listeners were evidendy surprised by the light 
quality and unusual brevity of the new Symphony. After the huge spans of 
the Seventh and Eighth Symphonies, the twenty-five-minute score, with its 
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relatively simple and frolicsome character, caught them off their guard. In a 
dispatch to his paper, printed on Dec. 2, 1946, Mr. Magidoff described Shosta¬ 
kovich as he appeared that day in Mr. Vlasov’s study: “Looking pale and tired 
but nervously alive, he came into the house . . . hardly said hello, rushed to 
the piano, paused as if remembering that etiquette demanded that he be 
asked to play, and when he was asked, started without any preliminary ex¬ 
planations. The Symphony then struck Mr. Magidoff as “the gayest, most 
youthful, and most melodious” Shostakovich had ever written. The corres¬ 
pondent was also impressed by its classicism, even its hints of Haydn, and it 
became clear to him why Shostakovich had been playing the classics at the 
piano daily the entire six weeks it took to compose the new Symphony. 
During that time Shostakovich and Dimitri Kabalevsky had played piano 
scores of Haydn’s symphonies every evening from six to eight, as well as 
music by Mozart and some of the earlier works of Beethoven. 

Mr. Magidoff’s was only one voice in a chorus of jubilation over Shosta¬ 
kovich’s change of mood from the tragic and weighty themes of the two 
previous symphonies. Mr. Schneerson spoke of the opening movement as 
“transporting us at once to a bright and pleasant world.” In its whimsical, 
dance themes and rhythms he heard “joyous abandon, the warm pulsation 
of life, and the exuberance of youth.” Nor were the eighteenth-century asso¬ 
ciations lost on him either. Apparendy the public was equally stirred by the 
Symphony, for at the first two performances every movement but the opening 
Allegro was encored. 

Then, one year after its Leningrad premiere, a sharp note of dissension 
shattered the Soviet chorus of praise. Writing in the newspaper Culture and 
Life, I. Nestiev now flailed the Ninth Symphony for its “ideological weak¬ 
nesses” and its failure “to reflect the true spirit of the Soviet people.” Since 
the paper is published by the Agitation and Propaganda Committee of the 
Central Committee of the Communist Party, it was felt that the tirade car¬ 
ried the ominous weight of official disfavor. Mr. Nestiev was unsparing. 
While others delighted in the breezy, jocund character of the music, Mr. 
Nestiev now angrily rebuked the composer for writing “a playful and fanciful 
trifle. Was this a time, he asked scornfully, for the composer whose Lenin¬ 
grad Symphony was a triumph of Soviet art, “to take a vacation, to rest from 
modern problems ? As reported in The New Yor ^ Times, Mir. Nestiev also 
noted in the Symphony “a cynical and evil grotesquerie, a tone of 
joking and ridicule, a cold irony of stylization.” 

A possible culprit was named in the indictment as exerting an alien influ¬ 
ence on Shostakovich s score, none other than the emigrS Igor Stavinsky— 
an artist without a fatherland, without confidence in the leadership of high 
ideals, and without ethical principles,” As for the first movement of the Sym¬ 
phony, the movement which had transported Mr. Schneerson to “a bright 
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and pleasant world/’ Mr. Nestiev found it nothing but a sorry hodgepodge 
of “tiny, archaic, simplified forms, joyful, traditional, classical rhythms, toylike 
instrumentation, with an abundance of high whistling and screaming timbres/’ 

Perhaps Shostakovich knew what was coming when he remarked after the 
informal premiere on the keyboard, “It is a merry little piece. Musicians will 
love to play it, and critics will delight in blasting it/’ After a year’s wait the 
blast, official or not, had finally come. But such manifestations of disfavor 
were nothing new in the career of this Soviet composer. In 1936 , his opera 
Lady Macbeth of Mzens\ was denounced as “un-Soviet, unwholesome, cheap, 
eccentric, tuneless.” Bourgeois formalism was another stern charge hurled at 
the offending composer. To make matters worse, Shostakovich’s ballet The 
Limpid Stream was withdrawn because the composer had allegedly “merely 
painted peasants, the kind you see on the covers of candy boxes.” When 
Artur Rodzinski learned of the attack on Shostakovich’s Ninth Symphony in 
the Soviet periodical, he observed: “I prefer to present the Shostakovich Ninth 
to the music lovers of New York and the radio listeners. History alone can 
sit in final judgment on any artistic effort; only through familiarity can 
humanity weigh its value.” 

Almost purely classical in form, the Ninth Symphony takes twenty-four 
to twenty-five minutes. There are five short movements, the last three played 
without a break. Classical, too, is the orchestra employed, with many instru¬ 
ments paired, and piccolo added. The score calls for two flutes, piccolo, two 
oboes, two clarinets, two bassoons, two trumpets, four horns, three trombones, 

. tuba, tympani, triangle, bass drum, cymbals, military drum, tambourine, and 
strings. 

Daniel Zhitomirsky, who stayed at the Ivanovo country house while Shosta¬ 
kovich was there, was in a position to observe the daily growth of the 
Symphony during the six summer weeks it took to complete it. Shostakovich 
worked three hours a day at it, usually in the morning, composing without 
piano. Quoted below is Mr. Zhitomirsky’s first-hand analysis of the Symphony. 
Emendations have been made in many places by the author. 

The Ninth Symphony opens with an Allegro of Haydn-like simplicity, in which 
one senses a subtle note of sly irony. In essence, the music seeks to recapture the 
spirit of bubbling, unrestrained mirth typical of the early Allegro up to the time of 
Rossini’s overtures. Yet a mood of ultramodernism inheres in this classical form. 
As in many early classics, the first theme glides in effortlessly, almost imperceptibly, 
not so much as an individual melody, but as a kind of pure, abstract motion. By j 
contrast, an element of buffoonery now appears in the subsidiary theme which ! 
follows. A simple, naive pattern of accompaniment is set up, and against this 
emerges a pert yet not ungraceful lyrical theme. The headlong drive of the move¬ 
ment continues unbroken through the development section. The material is exposed 
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c treatment, and at one point the subsidiary theme returns in a 
nk drollery. 

1 movement (Moderato) Shostakovich shifts to a mood of romantic 
nain theme unreels like a romanza, distantly reminiscent of an aria 
in. the composer s opera ILady Macbeth of Mzens\ f yet curiously 
-itline. A striking lucidity marks the texture of the entire movement, 
on glass. 

precipitous pace now follows. The music swishes by like a gust of 
§■ piercingly in its upward and downward sweep. This ceaseless 
ows and develops out of the first bars of the central theme of the 
►ntrasting middle section enfolds a theme of “sharp theatrical pathos” 
rony and “impassioned romantic stress.” 

movement (Largo) intervenes between the scherzo and finale as a 
:rmezzo. It consists almost entirely of an extended bassoon solo of 
character, heard against a background of sustained chords. One 
oughtful concentration, a sort of lyrical and philosophical meditation 
vork, perhaps a reminder of the “precious human sources” of this 
red flow of music. 

.0 finale returns largely to the dominant mood of the first movement, 
'note now is rather open buffoonery than spontaneous gaiety. The 
- su gg ests an attempt to blend classical naivete and a spirit of 
dance extravaganza. The material undergoes vigorous development, 
flashes of frank farce, and a brief coda accelerates this “merry 
to top speed. 

L. B. 


» for Piano and Orchestra, Op. 35 

gretto; Allegro vivace. II. Lento. III. Moderato. IV. Allegro con brio; 


0 was composed in 1933 and given its first performance with 
is soloist. Eugene List was the soloist when it was first played 
at a concert of the Philadelphia Orchestra in the Academy of 
•3 1934. Its unusual scoring is for an orchestra of strings and a 
, plus, of course, the solo piano. In view of the general pattern 
would not be entirely mistaken to call it a Concerto for piano 
bestra, with a comical trumpet obbligato, 
ivement opens with a trumpet call, accompanied by figures in 
.ch soon presents the first theme. A disarming, rather simple 
aken up by the violins which play it against a variant in the 
lc changing of the tempo to an Allegro vivace, a second theme 
r the piano, while the strings give out a series of staccato chords, 
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with the trumpet joining in. Afire an animated development of the ; 
the movement leads, in a crescendo, to the n.-v 
The second movement is modal in imnni. d lie unite! -a; mgs 
the main theme, which becomes a cantilena i.*j dv :«st violm*., i( lc 
coming into the picture with a vutmtertheme. The m» s-m-cm ,;>.,ws isl¬ 
and suddenly launches into a quicker temp**, ,r. a dt u- - ; -nr f alri p|,i,* f j 
piano and strings. The solo instrument is heat.? :» ,t s.n.rini parage, 
in octaves, coming to a Ltrgo, ffff. Irs v.*:*e d-msnvTr,, .is the "iftmgs, 
again, and the trumpet softie intones th>- m tm 'heme tart them, The] 
reappears, takes up its song, and the tts*uwnt p^vulv /•»,{., ,* s , ;t 
chord by the solo instrument and m-bent 
The third movement « a htief iutnmenr,* ,adro/a* 
piano, the one unaecompatiied, die otfr? wu’t .>■ - * iMp-momm*.. 

The fourth movement opens with the putt*•, - ■-ro.p.ei;--.! !•*, fou, 

in a short prelude, following win*h dir oohr.na dir mam 

figure in repeated notes with a gtnupj■<*>»,. in ms*-'- m!*, Sosoe jnumrw* | 
the piano reenters, anti the mmttwt |K», sP -do.*,*,. *,♦..*h 4 nn.rp 
cant part. There is a long cadra/a f.*i do 01 m ■, .nid •!;)■< it i Mowed tyi 
coda, which is brilliant and lively, with thr ustroj*'t fvj.m,; pa.r all d 



Polka and Dance from the Ballet " The < b»Um Age," Op. II 

Shostakovich has written thin- lUb-'i, dr* h» a : • (*••>>, V,.;/ (io(ikn 
Age. Called an "athletic ballet,'' n due-, * »’ •, wdi-.-o st ptewitteillit 
Ixmlngrad. The set nr had trrij svsujvh :n 1 • ** ■■■■ .* * ».*«• > r *!;«■ k*-»t folk 

on a Soviet subject, "An mdm*n,d *, , *• *,', . Wi | mhmk for j 

his second Iwllcf The IMf* humy}^ p* ,< * * D4 i 

his third ballet The Limpid D j *. hi .* v. ,h I * W, nuglife 

called m “agricultural iulK" ^ ?Vm«* ?, .> * $um Iwiwti 

theJKubw. 

Ihc libretto of //if ii^Urn J/f up i* np - p / 4 * 17 r* f n bir At V* 

Invanovsky. Its title drum /imoi dr Htnir yt%^v, , **.} v m a fut* 

Stivirt city where thr a*r^n nni^U i .In eh> ; 

part <»f thr rtitritattttsiriit, dir v***, n v -.«//. . •? ■ */ -r r c.,r, \%,v% l»i 

invited to partteipatr, If re rr;, -v, '*■>, * ry; ,4-vi i* 

eluded tit the prt*gr*un* liutirtr r ?/',* ^, '-pr v t /\ *<, 

visiting tram, die hrm t#i dr pi, * \t ,, - cprm ImWf 

mimed Diva. Cunllut air« \%Unt n *, ; p - it ,, !■ , f .v ; ,? Ifimif, 

Shostakovich drew the matrna! da hr r r.<p* ■;<, - 4 ^ 

balkiy which is hugely a r ui 4p*rr'p.?/p,rp/ t i liurs-* ji/ \<'*m 
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ntroduction, featuring a waltz; an Adagio, enshrining an 
[e theme, for saxophone solo; the Polka; and the finale Dance, 
lentally, is intended to burlesque the Geneva Disarmament 
carries the title “Once in Geneva.” In his article on Shosta- 
lusiccd Quarterly of October, 1942, Mr. Slonimsky quoted the 
the ballet, as given below. Of course by “football” is meant 
American game. 

ACT I: INDUSTRIAL EXPOSITION 

uests of Honor. Review of Window Displays. Demonstration of 
Prestidigitator. Prize Fighting for Publicity. Riot at the Boxing 
Flaming Youth. Director's Appearance with Diva. Adagio Dance, 
iet Football Team. Diva's Variations. Soviet Dance. Soviet Worker 
Dance. Diva Dances with the Fascist. Dance of the Negro and 
hall Players. Waltz: Alleged Bomb Plotters (“The Hand of 
sion Among the Fascists. A Rare Case of Mass Hysteria. Fox Trot. 

ACT II 

:uthing by an Agent Provocateur, and an Arrest. Workers' Pro- 
dium. Pioneers' Dance. Reception of the Soviet Football Team, 
le. Interlude. 

ACT III: MUSIC HALL 

>e Shine of the Best Quality. Polka: “Once in Geneva” (Angel of 
Coalition of Classes, Slightly Fraudulent. Cancan. Liberation 
:ral Exposure. Finale: Solidarity Dance of Western Workers and 

5 olka the jocund chief theme is given out by the xylophone, 
takes up the second tune, also of gay character. A village 
>reak into the scheme, with tuba and trumpets combining. 
Drchestra joins in the ground swell of merriment. The freely 
itinues through the finale Dance. Percussive instruments are 
:d here in a boisterous rhythmic whirl mounting to a fierce 

Drtment of instruments are piccolo, flute, oboe, English horn, 
B flat clarinet, bass clarinet, soprano saxophone, bassoon, 
hree trumpets, three horns, three trombones, tuba, baritone 
harmonium, kettledrums, xylophone, triangle, tambourine, 
d block, gong, cymbals, bass drum, and strings. 


L. B. 




Jean Sibelius 

born: tavaktehxjs, ientani^ mv. S, t 

The roots of his art remain deep in hi* soil, and tt< o\b4m ov/* k far 
imei( into the past of his people. In one nttw he it a angular anaeh■ 
ronism; in another, he is as modem as tomorrow, .-.Oun Down**, 

Symphony in K minor, No. I, Op. 3 '? 

L Andante ma non troppo; Allegro rnrigtto, II, Andante m.i non trnppo 

lento. IIL Allegni. IV, Finale Cijiub titu laauaa», \ud mm; Allegro 

xnolto* 

Like the Fourth Symphony of Brahms and thr Fifth ot IV lutlowTy this 
work h in the Asymphnnieally unpopular** hev oi H mmm, A ml \m a% 
Brahms’ Fourth had aroused some ratty resrwmrm*, F\ m\w of rhr iitnire 

oi key, so this Symphony, on its westward trek, iotntd tnuir than pasting 
opposition. However, it was not long before the singe and mrrp of itik 
music could surmount all superstitious objnfiotts and nufraicailv slimy that 
a new and arresting voice had suddenly made* tfwlt humvjt. 

Cecil Ciray sees the K minor Sympltotty m "ihr lot »A ait old !m*\ father 
than the first ol a new," explaining his views with the -.Mfcmete that “the 
Symphony has distinctive affinities, both fottiwS am! colntisim, wnlt . , , tb 
romantic symphonies of various predecessors/* T!wf dm i muposmon lias the 
pjwcr to evoke images, whole heroic sagas in rJtr minds *4 hsenn\> is sitemi 
by some of the word portraits penned early in its c mm bv mngtuatitr \n\um* 
For instance, certain chromatic scales running itt oneimi moron itt die first 
movement, earned this from Ardiitf Shephroh "V udibug * Cud< m a wind* 
swept sky, with screaming gulls tttdely frnvrd timo dam m a** o/‘ p. 04 Wsw 
march, iomidrring die whole work, u impair, if wnh dir "melna holy math 
dettr of some masterpiece by Rttysdacl/* 

From Bcngt do Tornc\ orchestration pupd of S*! trims, tv- gr? 4 sort of 
apologio pro construction in his *laitu tit,if h!,r m a towrioi!■* 14 Nibchus* 
fitst two symphonies ate built up like thr *uj? gmidm ; pots of \So/ udi 
scmphonk works. And, having thus sdnno! thr j^J»u?e sniper*, hr* points 
tan. In the long scries of Sibelius* fomjimtfiom n w dm m a rwo scmpftofitat 
wliich evoke the magic spell of dir Noirk web 4 j v r; n| it j Muer and 
intensity. Their monumental style and hema mouitm jan, adding new and 
unknown words to die idiom of thr preceding tmram, am titmiiir m the 
history of music” "" 1 
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Some reference to orchestration would naturally be expected of a pupil of 
Sibelius m that subject, so that we find him elaborating the above with: 

One day I mentioned [to Sibelius] the impression which always takes hold of me 
when returning to b inland across the Baltic, the first forebodings of our country 
bemg g.ven us by low reddish granite rocks emerging from the pale blue sea, solitarl 
islands of a hard archaic beauty, inhabited by hundreds of sea gulls. And I concluded 
by saymg that this landscape many years ago was the cradle of the vikings. “Yes ” 
Sibelius answered eager y, and his eyes flashed, “and when we see those granite rocks 
we know why we are able to treat the orchestra as we do!” 

The E minor Symphony was written in 1899, when Sibelius was thirty-four 
ycais old. He himsclt conducted the world premiere at Helsingfors, on Apr. 
-6 ot that year. I he work abounds in contrasts. Herein is represented the 
unfettered, mercurial thinking of a young symphonist who is scarcely learned 
in the ways ot practical economy. He has many things to say, many different 
and startling manners of saying them. Everything is of the utmost importance, 
nothing that comes springing to his mind must be omitted. So he writes with 
a feverish enthusiasm, not in the least concerned with the formalities of strict 
symphonic logic. Restraint is something to be cultivated later, but now the 
thing, it would appear, is to express these ideas, these powerful teeming 
urges, anil they leap into miraculous strings of notes. 

I hev must be developed, these ideas and urges. They must be made to 
tell thnr tales in countless emphatic ways, each more impressive than the 
preceding one. 'I he young composer pours great melodies into his work, 
melodies that, sing with an exultant joy, melodies that rise and fall with 
tremendous intensity, and also melodies that are nostalgic and mellow and 
suffused with a tender pathos. 

I here are grace and lightness in the music as it comes rushing to the 
creators pern 1 here are also wild, barbaric shouts, outbursts of tremendous 
passion, raging unbridled utterances that: hurl themselves forward like the 

roar of giant winds. 

At last the Symphony is finished, the first* essay (in the form) o£ a composer 
whose style was later to court the soberer symphonic muses. 

u And so this Symphony is more than conventionally interesting,” says 
I lulip Hale. It is dramatic, as if Sibelius had had a drama in his mind, 
perhaps one of his own life. '1 he music is free, outspoken. It is without fear 
of the learned professor at the conservatory. One might: say of the Symphony, 
one hears this music and is in the mighty presence of a man.” 

1 he first movement (Allegro energico, K minor, 6/4) begins with a short 
introduction distinguished by a striking clarinet solo, after which the first 
violins give out the chief subject The second subject (Piano raa marcato) is 
assigned to the flutes. 
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The second movement (Andante »u turn floppy imm, K j|.»t major, Jj 
starts off with a motive in the fust vtohns and .rlU, Thr bassoon*,;^ 
an accompaniment of other wood wind,*., odn a .-utt eamg theme,'$1 
ported by harp arpeggios, the horns unmnim.* rhnd '.mnr,;, 

A scherzo (Allegm. G major, '• 4 ) follows. i he hur.soi of thr, “juhp 
represented in the principal theme (auuoim.rd in rl ( .* L-'tl.-dnmw ami t| 
the first violins) seems wild ami hatsh. The v.ond dirntr mote mgratuij 
and the trio (lx*nto ma non troppo, K majot s. ne.it e. theme m the hot 
is gentler. ; si 

The Finale (quasi una fantasia} o|v:t-. { htd.mv, i, usmoj, ,! ,!} wit) 
return of the melody intoned by thr Gat tin*! ,0 the oi tin? vympItQ 

now proclaimed by all tin* strings, The mam U<-U :h-- jmormirni (Alkj 
molto, 2 / 4 ) presents its first stib|r< t in the w.-d mud., The second subj 
(Andante assai. G majoi, 4 4 ) is .mmmm - i U *« ih he the vu<lim. 1 
initial theme of the slow movement e. hen.! .■ -y,\ m hi* ssmt violins j 
cellos. Then the Allegto molto temtns, its >»> .mnig as bsw 
an impassioned fug.no. Thr second stibjr.s i.-om?,, n» flu- ..humet, 'llicrti 
stormy development. Thr Svutphonv end., Sr ascc.-s, in what has ticen 
scrilred as a “broad hytmt of sadness." 

'The scoring calls for two times, two tv,> bom two 

horns, three tmmjsets, thtee rmmUntes, tuba, Leuhdttun:. ban dumt, cymbi 
triangle, harp, ami strings as usual. ^ 

Symphony in D major. No. 2, Op, 43 

I. Allegretto. It. Trot}** andante tu* mbai.. f|| Viuosimw, tV. Fig 
Allegretto modcraio, 

Dwmt its adherence to cmatn nineteenth s'-mwv »■**;«;,, thr Second Sp 
phony marks a hold forward srnde m oaup.-' F ;T< m and mu? lomntfMtj 
—a stride that is bringing .Sibelius .Inset to die w atdooct #■■ .‘mum >4 tlw la 
symphonies. Strength ami simpturv .nr t«- S r, .»ud a m-ii- rUjtwnrt, I 
more fascinating Ix-canse lautim. Suit, dsnr •,» .-..j-uti'i. so-*!.dgj.t, mi 
times Tschaikowsky broods over the span t i.'s.m.do d,.u Jftmia is cl 
at hand. 

It, was Georg Sehneevoigi, fijend, .no! i.-lbugue, wlto mertprtf 

this tightly passionate score as the ecpirwm of Founds 1n.f1 a,;,Hint 
sion ami the final trittutph. Sc inter vugt, 4 po-nm ■'•w-hi.mr >4' Sf«li| 
music, sensed a huge patriotic plan m thr s.,u- i t ban tls ttnt tmivaaf 
depicted the calm pastoial life of the I-mt**. mm .TT-d m, ; r ,n .4 op|.K«| 
The second movement termed with ua'wmmit '■fen thr A-t** 
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a brutal rule over the people brings with it a timidity of soul ” The third 
movement -roughly a scherzo—pictured to Schneevoigt the awakening of 
rebellious feelings, the people's growing determination to defend their rights. 
The Finale, in this scheme, mirrors the promise of deliverance. Reviewing the 
Armistice Day program of the Boston Symphony, Philip Hale was ready to 
agree with the Schneevoigt thesis: “Is it fantastic to think that the Symphony, 
with its wails and groans of anguish, its sullen gloom alternating with shouts 
of triumph, was singularly appropriate on Armistice Day? Is it not at all 
probable that the composer had war or rumors of war in mind when he 
composed this music?” 

Outwardly, the Second Symphony appears to follow the standard sequence 
of four movements, allegro, andante, scherzo, and finale. But even a casual 
hearing reveals a method of reversed synthesis that prompted Cecil Gray to 
term it ‘a veritable revolution . . . the introduction of an entirely new prin¬ 
ciple into symphonic form.” For in handling his material Sibelius would seem 
to have worked backward, as compared with orthodox procedure. Instead of 
introducing full themes and then pulling them apart for separate development, 
Sibelius gives out fragments of themes, juggles them adroitly, and then pieces 
them together in a final integration. The method at times involves, as in the 
Finale, a constantly postponed climax that is steadily building, but never 
quite ready, that is interrupted by other material, yet is so much the more 
overpowering when at last it arrives. 

The four movements are marked as follows: I. Allegretto, D major, mainly 
6/4; II. Tempo andante ma rufato, D minor, 4/4, 3/8, 4/4; III. Vivacissimo, 
B flat major, 6/8; and IV. Finale: Allegro moderato, D major, 3/2. Dedicated 
to Axel Carpelan, the symphony is scored conventionally for two flutes, two 
oboes, two clarinets, two bassoons, four horns, three trumpets, three trombones, 
tuba, tympani, and strings. 

The work was composed in 1901-1902 and performed for the first time at 
Helsingfors on Mar. 8, 1902. Sibelius himself conducted. Theodore Thomas 
introduced it to America at one of his Chicago concerts on Jan. 2, 1904. Josef 
Stransky brought it into the New York Philharmonic repertory during the 
season of 1916-1917. 

At first derisively reviewed as beneath serious notice, the Symphony has 
gradually come into its own in recent years. In fact, no symphony since 
TsJhaikowsky's PathStiquc— with the possible exception of Shostakovich's 
Fifth- -has won such popularity in America. “It has entered the household- 
word class,” remarked Pitts Sanborn in 1940, “and its most conspicuous theme 
is as familiar as ‘Home, Sweet Home.’ Indeed, it is now far oftener whistled 
and hummed.” Sanlx>rn was referring, of course, to the jubilant, long- 
delayed lyric theme of the Finale, 
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Symphony in C major, No, 3, Op. O 


L Allegm modaaOt, 1L And.mmrn ;o. m, ym ' a ,/!ramoii, 


The first prrformamr of dm Smurbmu u .o , - odm o*V H *Mc oifi&te 

himself at IMsingfors Sept, V, Hm * >n to *" «■ .0:1 r rm Vrr * 

Sibelius wm* also given final 1 until ym??fvor ( f' - o d A 1 1 nmVvr ami the 

Suite B?hihirzar\' hVmA 

By the yr.tr PVA Sshehm lor! An* eh *:/ * * 3 »* *- A; , : V aneittbfi $ 

countries other than 1m oun, \o a to mn 1 a 1 .* , rdn oof liis Sct®ttS 

Symphtmy in Berlin, m W a ini an am a v - o>o I*.,, . tn ? u lirt»iiff|||| 
audiences in Milan dtr An ,m of fVmV md ffsos a $ UaS. V tvlikh m^fc 
their Parisian bows tfftdfi f}r dmofwn m * 'Vvd , 1 In cV mmnnmc* Him 
Richter labored for 1 itr on nr w:?h u*ot. ?*o>- - t dm fm a and 
Symphonies in Mam lie*.rn, tmydmV lie* re'- \ rV I 104 land ail 
Fiance, pleased ini end me it fltr rnbmo 0 1 n * y ^ m ,1 , r drd lm§ t ^ 
his rrturtt to Finland, isi bmwnv, I k; *h ,vV*Vo ^ V uoh hnn lie 
skrrehes of a third symphony, 

However, ft was nsrt a \nr and om Vdf Am m ;V » r r %,r* coffinfctttL 

lit had Item invited to omdw? 1 * m JmV m a a < ■ m olrJuy k 

March, 1*117, which* hv the mam mould Vo > y o M Am mrh tus ifcbt 
in that city. Yet Ins slow ptoytro* no? , 0 ? oomm! drm m? butt-jitf » 

end to that plan, Stbchus di! r me ‘ V IVo ? n t ro m m, re not nit 2 

February, whru fltr Thud HwvyV-m *a ^ V, 1 moo* mi dr firm bit 
Thr Third Symphony is in biro mmoomm moo ? -/i; 0 ! *wm a|fc|t 0 f 
sandwiching hrfwrnt them a mrnmm wh' 1 lo^no n mi Aw %, hrr/n ai 
amiamr fyprs wnhoin sjmmfr dA 'none 'mV; } ?; • m rhh woti 

are all shorter than da or »1 for y*? m ><;. no.?o f S;hrhui ^fRtt 

to have aimed at Miiiplnr\, r-y* rt -dH' 04 *'o ho, ’o, *, nr o nnu*!, llipycii 8 
tain little of the fWmd ,-nm- -ed; ' 1 - mm o/e rd t ny mill®* 

pans, the third finwriiirny h» ju *% m, >i <>>, » /< •ny.-,* 1 ; e^ntpfeltfl, 

although this evhfs lot a om in -A *' * ? m/ 

111 this SytnjdiMuy, mo, %nr ^ som r* •; ; om; * ?nun riT tb# 

formerly to the wind I h - /w,: N , ' f -ho * o?* ;m ^vn, notpuf 

and the trumpets ate! hmmomxo, n im * cr- ** \ t ,n'* you turnse t}yti 
an 044ashaial pfomnam o lor w"r o* , o * oa- - ; y o a < !,ndyper # 

♦illtii ftirr; the wiftityy n- ^' o),• nr 1 C 4 a,* ^ f'V fu it fimi^ 

mem has two pnmspd fhr hs r,, t n,ss S n ; _, ,,, *V fiMkrni 

classical manner, and dr mmc! o o7y o- A * 1 , ! m dr ymiih iiitlto 

otic sutijetf a ntm *4 aiue-nn or a , : ,> % -m ? n m ■ ? ; d,-. - 3 4'r, 
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The third movement, whose first part consists of phrase fragments later 
fused into a unified pattern, is like the preceding one in its later stages, where 
again there are melodic and harmonic changes of a single idea, this time a 
rhythmical one. The entire effect of this Third Symphony is of brightness 
and geniality, parting company, as it does, with the dark and brooding quality 
of the First and the passionate outcry of the Second. 

R* C. B. 

Symphony in A minor, No, 4, Op. 63 

L Tempo molto moderate quasi adagio. II. Allegro molto vivace. III. II 
tempo largo. IV. Allegro. 

Composed in 1911, the Fourth Symphony was first played at Helsingfors on 
Apr. 3, 1911, at a concert of works by Toivo Tuula and Sibelius. It was given 
its American premier by the New York Symphony Society, Walter Dam- 
rosch ramducting, on Mar. 2, 1913. The Symphony is dedicated to Eero 
Jarnefelt, and the score calls for two flutes, two oboes, two clarinets, two 
bassoons, four horns, two trumpets, three trombones, kettledrums, bells, and 
strings. 

If this Symphony is skeletal in construction, i*., pared right down to the 
bone of anything superfluous like, as it seems here, flesh, it is also closely knit, 
concentrated, yet utterly complete. In this work Sibelius was experimenting, 
perhaps, with the thought of eliminating all that was possible, in order to 
say his piece as starkly straight as he could—and, as we know now-—he did. 
Having reduced his orchestra to little more than the essentials in the Third 
Symphony, he became even more economical here, tossing out the third 
trumpet, and generally calling upon few instruments in mass at any time 
during its course. 

The thematic material is of a solitary quality, almost distant and, as one 
astute listener put it, sometimes “uncouth.” While it has the ability to spring 
surprises on its hearers, it is not an effect per se that it flaunts, because some 
of the surprises grow naturally out of the pattern Sibelius set down for It. 
There is, in other words, always for the listener the expectation of the unusual, 
so that when it comes it is both unexpected and unusual, a provocative device 
not mastered by every composer. In the year .1911? it occasioned much discus¬ 
sion, controversy even. Today, with the intellectual strivings, the search for 
new forms, and the constant experiment: with method in musical creation, it 
may not: he so striking as it must have been then. However, the Sibelius of 
the first three symphonies is virtually nowhere present in this work, save in 
the abrupt vigor of Ids speech. 


XL C* B. 
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Symphony in E flat major, No. Op. S2 

I. Temp moko moderate*. It. A'legto nnwlriam, tsta • . s( 

III. Andante moss**, quasi allegretto, IV, A’drgni moko, 

The FoixowiNt! wonts appear as .m entry m a dun: "On.! upens his fa# 
for a moment, and his orchestra plays the T‘s!;h *'u,tp}n*tn.” tine mightbt 
excused for .stt.sj>oeting than to hr an allusion to Beethoven'* t: mirntr Swt. 
phony. The reference, however, is to St! trine.' u.«c, *a the vtme mw|U 
and the words are his. lie jsrimcd them one dav at Nepti ■ \ 

the horror of Kurojw’s First World War was abends two months *4*!. *n, ra 
years had elapsed since the completion of ho. Fottt'h Svmphom. 4 ( * 

teemed with minor program music ami sat at o ids and ends, Htlieliui wx 
again feeling symphonic stirrings withm lorn an-! bid, M-'*<!ute!y tnmnt down 
an offer to write music i'm a hallet, rsplammg, '1 bmuttr a nrnl^e 

writer; it would mean killing al! ms iepm.ea.jt .md mv ,«i," (V^ ba» 
much of Sibelius' output was iVanUv rj.hr tonal. ttom him by ifag 

budgetary need!) 

Beatties, writing a syntj*honv oifctrd dir two r-„ ,qv to*m hlrak 
Perhaps as a recoil, the terror iaging m Fan. tjv rvm •,a o pened his thirst for 
life “This life that I love so uuttufrK’“ hr rs, iatm-d, Vnmugly tl«t |wb 
and somber brooding of the Foiitfh Svtm4t..m had. bn iuiu, One 4y k 
finds himself in a deep dell, *1 begin ahead* duiilv i.< vrr the mountain tkt 
I shall certainly ascend." he moots tit 1m d s ,«s; open* his dmirfera 

moment atnl his orthestra plays the Ididi Symphony," 

Despite Sil»rlim‘ habit of tirvri giving mbstdrs ,,i , h ( e* r (l ihr poetic « 
dramatic content of his symphonies, am* at.- ..in middy grasp she surge of 
energy and exulteraner wrung «!»r Fifii quit Joan dm gl-mmly vjhiwtiw 
Fourth, Cecil Gray goes so i.u as *■> *!*,.,)*B»- t - ^ a ”»(4jtnv, genial twit 
throughout.” Hcngt de dome, a * low in-m! and pupil, Aotrglt 
rebuffed when querying Sibelius ai*tij! »i*,r ‘S«*mph,,sj*/i petsoual fttriMj^ 
sjKruks of i( as the comf inset's "trttmt Mr," ,in,J rmBidum; "an iuhnuK 
contact with the work I of mett." lo dm m«>i hipping du. qT* the wnrk fi#fr 
stituted an impressive ode to the manage and pn-,<*«•»<4 man," 

even hazarded a gum that, -i.-*;.- Muted betWM 

Sibelius ^ ixtltl fin,ilr and "the gsgamc >h.*nu i » » Lmlrlirkli ®f 

F.urojic. If ,*u>, Sibelius ha* sedulously ^ii.mbd do* /.sr! 1 lo . m •.'btannw 
a jKissildy norubsolute aint in the tHur-bi>m ....maturd m a !r«rr Hftttat 
in 1918 while revising the work a set mid n\tr In eiiij i; A Sang • 
the extent of revision in e,«h tiiutfmrin: JV »»,r 4d won** 
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stronger in revision,” he concludes. “The whole, if I may say so, a vital climax 
to the end.” To which he appends the single word, “Triumphal.” 

Perhaps to prevent followers from reading irrelevances into his music, 
Sibelius once stated: “I do not wish to give a reasoned exposition of the 
essence of the Symphony. I have expressed my opinion in my works.” How¬ 
ever he did make clear that the Symphony marked an important stylistic 
departure from earlier efforts: “I should like ... to emphasize a point that 
I consider essential: the directly symphonic is the compelling vein that goes 
through the whole. This in contrast to the depicting.” The program book of 
the London premiere, with Sibelius conducting, on Feb. 12, 1921, contained 
this significant announcement: “The composer desires his work to be regarded 
as absolute music, having no direct poetic basis ” 

The Fifth is Sibelius’ birthday symphony. To celebrate his fiftieth birthday 
the work was premiered at a special concert in Helsingfors on Dec. 8 with 
Robert Kajanus conducting. Kajanus remained something of a custodian of 
correct Sibelian style. About him the composer once remarked to de Torne: 
“You see how Kajanus builds up my Symphony. He actually makes you feel 
the construction of the work like a huge building.” This early version of the 
Symphony was never printed. A second version was played in Helsingfors 
a year later, and the third and final on Nov. 24, 1919. In the course of its 
last reshaping the words, “The V Symphony in a new form, practically com¬ 
posed anew,” appear in a letter of Sibelius’ dated May 20, 1918. 

De Torne was intrigued by that early version that never reached publi¬ 
cation. He speculated on the interesting comparison it might offer in view of 
a significant statement made by Sibelius. About six months after finishing 
the Fifth Symphony in its first form the two were discussing instrumentation. 
“Do you know whom I consider the two greatest geniuses of the orchestra?” 
asked Sibelius* “You will be surprised to hear it: Mozart and Mendelssohn.” 

In his valuable brochure on Sibelius’ symphonies, Cecil Gray speaks of the 
“comparative accessibility” of the Fifth, explaining it in part as follows: 

The terseness, economy, and extreme concentration of thought, the reticence and 
sobriety of style which characterizes the former are not to be found in the Fifth. 
The form, too, of all its movements is comparatively straightforward, the thematic 
material more definitely melodic, the harmony diatonic and consonant, the instru¬ 
mentation rich and sonorous, despite the fact that the orchestra employed in it is 
precisely the same as that of the two preceding symphonies, except for the addition 
of a third trumpet. 

There is still no bass tuba, no harp, no “extra” instrument of any kind, and no 
percussion save the ordinary kettledrums, but the volume and opulence of tone which 
the composer here elicits from the modest forces at his disposal are truly remarkable. 

Sibelius’ omission of the tuba from his later scores has been frequently 
commented upon, “Personally I feel convinced that a composer can do without 
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the tuba,’ he told de 1 dine, 'i do nut like the; instrument. To twu •> . 

Ls far too heavy- what the Germans call p 

way of building up a fotiissimo without a tuba," ' ^ a 

Though divided into three parts by two puuws, the hath Svmnho ' 
actually in four movements, fur the openin': *«-.-,»» is JJ* | 

distinct movements varying in mood and smi.nH,-, 1 hnenn, these arelmklrf 
cycle fashion, by a common theme, the terse, f«,m note mom, announced 
the ojieuing of the Symphony by the tir-,r horn over a rvmpani roll, * i 
_ l he hrst movement moves in a kind of p.e,r.<u! calm, dreamily at titnar 
Gradually a change comes over the mum ; is grow-, d-uker, paoi.liyte. ; 

is then an abrupt transition- wiihuut hi rah to tvftat u Ir .,|f v t j, e ‘ : 

movement (Allegto modcratu), a daiurhke sdn-t,*.. buddm;: to 4 fierce cr^ - 
the Andante grows with mitavuloits '.paten rvt »,u: ,-f 4 wmin«ly t r i!y • 
theme, and the finale, noble and spa. tom, L-ak ?<* a on») lottrotmu, 'Vtvi 
atu! grand as the sunrise;' .u undue.; r„ (>im Ikovne., '* ‘ “ 

Symphony No. 6, Op, 1(54 - 

f. Allegro malm mo,In at.., If, m„!-us,, Iff t>„,, 

IV, Atlrgm iiiolff), 

In* t uk Si\th Symphony StMitw employ. an ..r .hr a. 1 b u t i. imt 

one of his other sunpfmmes, n„r do.-, }„- ? d ■ Is., ,,t] ,j Mf ' , m 
orchestration could supply, Tnse. hr A,-, m , i,»T , ■ !M !,,,, „ ul|UIMnlB , 
t«*«. a novelty for bun. rvept to. the In: a. „»d .« i,.,, T™, wfnch here 

makes its first mid only apprarame aiumn; hr. wml. n, the, (-tut. The mm- 

plete scaring is for two times. nv>. <.!*,»-„ !■*., . ’ h. it >i Jamter two 

msoons, four horns, titter mtmprH, dm-e to-p,,,, Wand 

strings, Dedicated to Dr. Wilhelm .v.-dummo pmm ,ud .odtinorof 
Stockholm), the Sitrh Sunphom. mn.h-.l lVI, u - u first tw. 

forme. 1 at Helsingfors, H-h, J ; .; tr . . >lVt ' ' * 

The first movement ..or,,-, W 4 hurl'intm 

durtton based on a rudo.h. pin .,r j.v !s; , *jv fltwet« 

tfurds, present the rhemr. I* e, ?„!! », he- v, \ t :\ ,.n tPr , hrmef 
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* /» lhlh r V r i,J ’ r * '-A •••’■ Ik. uthject tf 

Z t i , r t f4f T r hr ^ e-'Mfr. apiwit. ’ 

fitter -dst a'? '• *1 M,% mh r m,r U ‘ '' r " ‘ • '••'•hm, awl «$* 
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Sk “ d ^ afer some * ° f * “« 

is oVm^uJbv*^ !?T i,p l p ' ar ““ second movement, whose chief theme 
given out by the first violins, divided, against wood-wind chords As the 

3\ P S C ,W !0n0rity “T* 

boon a lyrical theme emerges m the first violins and cellos, an octave apart 

clever handling Trh' “ “ •*!“ ac f7P animent Following a particularly’ 
clever handling of the materials and devices set forth, the movement again 

leans toward the modal in a passage for harp, strings, and oboes. § 

contrast 7 ^wfilTthe'soft J ? ^ T ^ ScherZO > and this makes a ^arp 
contrast with the. softer and more melodic second theme heard in the wood 

winds first, then m the violins, where it takes on the importance of a flowing 

melody. Ihese two themes are juxtaposed and played alternately, with thf 

gentler one taking possession abruptly and fortissimo at the end. 

Heroic in character, the first subject of the final movement is played by 

violins, wood winds, and two horns, forte. It is answered, by way of contrast 

TlJ 1 P aSC f ° r thC , l0WCr 3fter Which ^velopLent ensues 

The music grows increasingly restless and, oddly enough, chromatic for the 

first time in the work. A crescendo leads to a powerful climax for the entire 
orchestra, after some hints of previous material in the movement. The cod’* 
in a rather impressive manner, epitomizes the whole foundation of the Sym¬ 
phony the diatonic scale and the interval of the third. After all this the 
music closes serenely, in a lingering fade-out of the strings and the tympani. 


Symphony in C major, No. 7 (In One Movement), Op. 105 

S nr utrs oncl said, Ihe greatest labor I have expended, perhaps, was on 
works thw have never been completed.” As prelude to that observation he 
icmarkcd, Ihe thing that pleased me most is that I have been able to reject.” 

me proof of that is implicit in the fact that his last three symphonies have 
t.uen greater time to compose. Creation has waited on technique, on an 
expert s ability to gaze objectively on his work and to retain what he approved 
of, to reject, as he put it, the rest. 

mf Kl p 1S ° n ll , 1S Sym P hon y cluri % r tIie chaotic beginnings 

oi. the b.rst World War and completed it in 1915, while the conflict still raged 
-or could there have been in the past such a thing as a raging conflict con- 

steering more recent global happenings? 

In any ease, the Fifth was revised in 1916. It was performed, and the com¬ 
poser thought best to rewrite the piece from start to finish, so that it came 
through as a completed product in 1919. He was more careful with his Sixth 
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and Seventh Sympnonies. These he would not release to the world until he 
was utterly satisfied with them. The Fifth and its premature birth had been 
the object lesson. 

Sibelius refers to the present work as “joy of life and vitality with appassio¬ 
nato passages.” He added, “By all this I see how my innermost self has 
changed since the days of the Fourth Symphony. And these Symphonies of 
mine [the Fifth, Sixth, and Seventh] are more in the nature of professions 
of faith than my other works ” 

To the Sixth Symphony he wrote finis in January, 1923; and to the Seventh 
in March, 1925. The Seventh he calls a fantasia sinfonica. 

This Seventh Symphony in one huge movement follows, more or less, a 
pattern he chose in writing the first movement of the Sixth. There is only a 
single subject important enough to be called the dominating one, and the 
numerous others, as they crop up quite naturally out of the music, are just 
the merest fragments of ideas, a handful of which—more prominent—combine 
and intertwine, make contrast, and vary and develop in a continuous design, 
which is a mosaic of the most intricate inner relationships. 

The Seventh has been showered with praise for the remarkable construc¬ 
tion, as well as for its nobility and dignity of expression. 


Concerto for Violin and Orchestra in D minor, Op. 47 

I. Allegro moderato. II. Adagio di molto. III. Allegro ma non tanto. 

Two ever-present strains in Sibelius’ biography are his love of nature and 
his fondness for epic literature. He has styled himself a “dreamer and poet o£ 
nature.” Friends have asserted that he can quote Homer and Virgil by the 
canto; and the Kalevala, Finland’s great epic, is his second Bible. It is only 
natural that his music should to some degree stem from both impulses. And 
the two seem closely linked in his case. Sibelius’ symphonies and tone poems 
frequently strike one as great canvases of Finland’s landscape and heroic past, 
Geography and legend appear to march side by side in his bold spans of tone. 
Even the Violin Concerto has evoked visions of topography and a bardic lay of 
long ago. For Sibelius’ music appears somehow to combine the qualities of pio 
ture and story. Scenery and deed alternate in the shifting blends of tone. Sibelius 
own remarks lend color to the practice of viewing his music as a second 
Kalevala and Finnish travelogue combined. 

“I love the mysterious sounds of the fields and forests, water and mountains,* 
he says. “It pleases me greatly to be called an artist of nature, for nature has 
truly been the book of books for me.” 

Accordingly, it is not surprising to find imaginative Sibelians sensing vast 
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patterns o£ nature study and saga even in the works presumably free from 
programmatic content. Sibelius never tacked a narrative to his D minor 
Violin Concerto, but that did not prevent one commentator from envisioning 
the Allegro moderato as an ancient rite of “bardic songs heard against a back¬ 
ground of torches or pagan fires in some wild Northern night/’ To another, 
the music conveyed “the settled melancholy of a Finland of Northern dark¬ 
ness, where the sea heaves blindly to the shore and human lives blossom only 
briefly and precariously to the joy of melody.” 

From the second-movement romanza, with its strange tinge of melancholy, 
some have gleaned reminiscent glimpses of Sibelius’ boyhood, when he would 
mount a huge rock beside a lake and play his violin. It had been the young 
Sibelius habit to play out of doors in the country and away from people, 
surely an early sign of his regarding music as a medium of communion be¬ 
tween himself and nature. The fact is that he has always spoken of this 
Concerto with feeling, and perhaps it is a kind of testament of nature and 
departed youth. In the last movement a reviewer even heard “an ancient folk 
song in which the old careless bravery had been replaced by a kind of con¬ 
templative fear of death.” Possibly the clairvoyant gentleman was not so wide 
of the mark, since Sibelius, some time later, reportedly dubbed the movement 
a “Danse Macabre.” 

1 hough finished in 1903, the Concerto underwent thorough revision and 
was published in 1905. Finnish critics, in a position to make comparisons, 
regarded the later version as highly superior to the earlier. At the time, 
Sibelius was rewriting much of his music to bring it into closer conformity 
with certain accepted norms, according to Rosa Newmarch. “With the advance 
of years he has shown an increasing respect for the requirements of conven¬ 
tional form,” she stated in an early monograph, “without, however, becoming 
conventional in the contemptible sense of the word. The sign of this reaction 
has been the revision of many of his early works. The Violin Concerto, Op. 
47, is a case in point.” Mrs. Newmarch went on to say that Sibelius’ Violin 
Concerto, “like that of Tschaikowsky, has been pronounced impossibly diffi¬ 
cult; but it has not had to wait so long for its interpreter as the Russian con¬ 
certo waited for a Brodsky.” 

The Tschaikowsky Concerto waited precisely three years for a performance. 
Sibelius’ was played by Carl Halir in Berlin on Oct. 19, 1905, the year it was 
revised and published. On Nov. 30 of the following year the American violinist 
Maud Powell Introduced it to this country at a concert of the New York 
Philharmonic Society in Carnegie Hall, repeating the work with the Theodore 
Thomas Orchestra in Chicago the following Jan. 25 and with the Boston 
Symphony Orchestra on Apr. 20. 

The American poet Walter Conrad Arensberg, reviewing the Concerto 
for a New York paper, commented on the powerful contrast of orchestra and 
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solo instrument that has struck so many listeners; "The violin expresses, 
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told his pupil Bengt de Torne, “Be careful not to be spendthrift with the 
themes and musical ideas of your youth. They are the richest and best you 
will ever invent, and if you cannot give them at once their definite shape, 
they will later on form the basis of some of your happiest conceptions.” 
Whereupon he recounted in detail one specific experience of his own along 
such lines, the very first draft of En Saga for the projected octet, besides 
others in passing. 

In your old age, he continued, “you will look back on the ideas of your 
youth, and you will, perhaps, be fortunate enough to find some of them in 
your sketchbooks quite forgotten amongst many other notes, and never used. 
Then you will take them up, and the ardor of your youth expressed in the 
themes themselves will be combined with the knowledge and experience 
acquired during a long musical career.” 

Ferruccio Busoni, one of Sibelius’ earliest champions, introduced the work 
on the continent. It soon spread like wild fire, preaching the gospel, as it 
were, of a new composer. For some years following that, in fact, Sibelius was 
known in Europe chiefly through En Saga, Finlandia, and the Valse Triste. 

The orchestration calls for two flutes, piccolo, two oboes, two clarinets, two 
bassoons, four horns, three trumpets, three trombones, tuba, bass drum, 
cymbals, triangle, and strings. 

R. C. B. 

"The Swan of Tuonela,” Legend from the "Kalevala,” 

Op. 22 

TiIke so much of Sibelius’ other music, The Swan of Tuonela was inspired 
by the great Finnish epic Kalevala. The composition forms part of a sym¬ 
phonic tetralogy devoted to Lemminkainen, one of the leading heroes of the 
poem. In the four-part cycle The Swan of Tuonela comes third, followed by 
Lemmin\ainens Homecoming . The first two sections are entitled Lemmin - 
\dinen and the Maidens and Lemmin\ainens Sojourn in Tuonela . 

Since most of Sibelius’ writing for the stage consists of incidental music 
for plays, it is surprising to learn that he first planned to use this epic material 
in an opera. During the summer of 1893, Sibelius discussed the possibilities 
of turning some episodes in the Kalevala into lyric drama with his friend 
the writer J. H. Erkko. This was to be called “Veneen Luominen” (“The 
Creation of the Boat”). Sibelius later related what happened to his biographer 
KLarl Ekman. 

It was originally intended that Erkko should write the book of the opera, but 
somehow or other I did so myself, while Erkko helped me as literary adviser. 
IDuring the summer I completed the prologue to the opera and the book. When I 
^returned to Helsingfors in the autumn, I called on Kaarlo Bergbom, the creator of 


666 


THE CONCERT COMPANION 


the Finnish operatic stage, to ask for his opinion of the book. He said that it was 
effective, but too lyrical. In this he was indeed right; I realized this at once. 

This sealed the doom of the opera. But the labor I had devoted to carrying out 
the idea was not entirely wasted, for my fresh absorption in the world of the Kalevda 
gave me the idea for the Lemminkainen Suite. In the prologue to the opera I really 
had one movement of the suite ready made: The Susan of Tuonela. 

The pictorial content of the tone poem is briefly given in a preface to the 
score: “Tuonela, The Kingdom of Death, the Hades of Finnish mythology, 
is surrounded by a broad river of black water and rapid current, in which 
the Swan of Tuonela glides in majestic fashion and sings.” 

Supported by muted strings and soft drum rolls, the broad, exotic theme 
of the swan floats in broodingly in a solo for English horn. Sad, fitful com¬ 
ments are soon heard in the lower strings. These Rosa Newmarch ventured 
to interpret as the farewell sighs “of some soul passing to Tuonela.” A muted 
horn presently adds to the lugubrious mood by chanting part of the swan 
song. “Gradually,” wrote Mrs. Newmarch, “the music works up to a great 
climax, indicated con gran suono, followed by a treble pianissimo, the strings 
playing with the back of the bow. 

“To this accompaniment, which suggests the faint flapping of pinions, the 
swan’s final phrases are sung. The strings return to the natural bowing, 
and the work ends in one of the characteristic, sighing phrases for violoncello.” 

The omission of flutes and high clarinets further deepens the somber color 
of the tone poem. Called for in the scoring are oboe, English horn, bass 
clarinet, two bassoons, four horns, three trombones, kettledrums, bass drum, 
and strings. 

Sibelius himself conducted the world premiere of The Swan of Tuonela 
on Apr. 13, 1896, at Helsingfors. The work was introduced to America at a 
concert of the Chicago Orchestra in Chicago on Dec. 6, 1901. Philip Hale 
asked: 

Suppose the hearer had no knowledge of the legend, had never read of Lemmin- 
kainen’s adventures; how, to win the maid Pohjola, he set out to accomplish certain 
tasks, among them to shoot a swan on this River of Death. How would the hearer 
then be impressed? 

Surely he would be moved by the strangeness of the music, by the mysterious first 
measures, by the unearthly melancholy of the song, by the quiet intensity of it all. 
He would find in the music a tragic mood, simply but unmistakably expressed. 


L.B. 
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'Tinlandia/* Tone Poem for Orchestra, Op. 26, No. 7 

Both the title and the thematic substance of this work gave rise to the false 
assumption that Sibelius had employed actual folk melodies. Many regarded 
it as a fantasia on Finnish folk music. Sibelius himself has flady denied this. 

“There is a mistaken impression among the press abroad that my themes 
are often folk melodies,” he told his English biographer, Rosa Newmarch. 
“So far I have never used a theme that was not of my own invention. Thus 
the thematic material of Finlandia and En Saga is entirely my own.” 

Olin Downes, among the first Americans to hail the genius of Sibelius, 
was equally emphatic in one of his many articles on the Finnish composer. 
“Sibelius does not make his scores of Finnish folk music. He does not employ 
folk songs in his symphonies at all and has never done so. But his musical 
speech is naturally tinged with idioms of his country, and his writing is so 
often in the vein of Finnish melody that it is mistaken for it.” 

Composed in 1894, Finlandia was first heard in America on Dec. 24, 1905, 
at the Metropolitan Opera House on a special Sunday night program con¬ 
ducted by Arturo Vigna. The following Saturday night, Modest Altschuler 
led the work in Carnegie Hall at a concert of the Russian Symphony Society. 
An analysis of its contents, which appeared in the program book, ran as 
follows: 

An agitated, almost angry theme for the brass choir, short and trenchant, begins 
the introduction, Andante sostenuto (alia breve). This theme is answered by an 
organlike response in the wood winds, and then a prayerful passage for strings, as 
though to reveal the essential earnestness and reasonableness of the Finnish people, 
even under the stress of national sorrow. This leads to an Allegro moderato episode, 
in which the restless opening theme is proclaimed by the strings against a very 
characteristic rhythmic figure, a succession of eight beats, the first strongly accented. 

With a change to Allegro, the movement, looked at as an example of the sonata 
form, may be said to begin. A broad, cheerful theme by the strings, in A flat, against 
the persistent rhythm in the brass, is followed by a second subject, introduced by 
the wood winds and taken up by the strings, then by the cello and first violin. This 
is peaceful and elevated in character, and might be looked upon as prophetic of 
ultimate rest and happiness. The development of these musical ideas carries the tone 
poem to an eloquent conclusion. 

The tone poem is scored for two flutes, two oboes, two clarinets, two bas¬ 
soons, four horns, three trumpets, three trombones, bass tuba, kettledrums, 
bass drum, cymbals, triangle, and the customary strings. 

For a time during the struggle for Finnish independence from Russia, 
performances of Finlandia were prohibited by the Czarist authorities. In its 
forceful utterance they shrewdly sensed a rallying cry for revolution. The 
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rumbling defiance of the opening measures brought an answering throb in 
the heart of every Finnish patriot. “Hot with the spirit of revolt,” were 
Philip Hale’s words for this symphonic manifesto from the brooding North, 
Significantly, Finlandia was one of the works directed by Sibelius during 
his visit to America in the crucial summer of 1914. As guest of Carl Stoeckel, 
the Finnish composer conducted one of the concerts of the Litchfield County 
Choral Union in the Music Shed at Norfolk, Conn. The Swan of Tuonela, 
Pohjola’s Daughter, and Valse Triste were also listed, besides Aalottam f 
written especially for that occasion. 












Elie Siegmeister 

BORN: NEW YORK, JAN. 15, 1909. 

The value of a man*s wor\ resides in the music itself, and not in how 
frequently it is played, how many honors its composer has won, or 
how much critical acclaim he has received .— Elie Siegmeister. ■ 


“Prairie Legend,” A Midwestern Set 

1. Bullwhacker’s Dance. 2, Harvest Evening. 3, County Fair. 

The composer has submitted the following, concerning his work: 

This is one ot a series of orchestral compositions inspired by the people, stories, 
songs, landscapes of various parts of this country. Prairie Legend is a short work in 
three movements: l. “Bullwhacker’s Dance”; 2. “Harvest Evening”; 3, “County 
Fair.” 

It was in the spring of 1944, while touring through Ohio, Indiana, Illinois, 
Michigan, Iowa, and Kansas with my American Ballad Singers, that I was struck 
with the strength and poetic sweep of these states, and it seemed to me that this 
could he expressed in music. 

I be opportunity came in the summer of 1944, when I was commissioned to write 
a work lor symphonic hand. Prairie Legend was sketched in ten days in July, scored 
lor hand, then scored lor orchestra the following spring. 

1. “Bullwhaeker’s Dance” suggests the boisterous, raw-boned ox drivers of 
pioneer days . . . the men who carted the early settlers over the mountains and to 
the legendary Promised Land that was then the Midwest. 

2. “Harvest Evening”-—the quietness and simple beauty of endless fields and the 
black earth. 

L “County Pair” the tumult, gaiety, hog callers, side shows, prize bulls, good- 
natured crowds, races, games, and contests. Fragments of old tunes are heard, 
especially a phrase of “Cumptown Races.” 

The score calls for two flutes (second interchangeable with piccolo), two oboes 
(second interchangeable with Knglish horn), two clarinets (second interchange¬ 
able with bass clarinet), two bassoons, four horns, three trumpets, three trom¬ 
bones, tuba, tympani, bass drum, snare drum, triangle, tambourine, cymbals, 
wood block, cow bell, xylophone, glockenspiel, and strings. The Suite was 
introduced in its entirety by the Philharmonic-Symphony, Leopold Stokowski 
conducting, in Carnegie Hall on Jan. 18, 1947. 

Flic Siegmeister is widely known for his many orchestral and stage works on 
native American themes. His music has been performed by leading American 
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symphony orchestras and has also won wide .istrt •• 
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Bedrich Smetana 

born: leitomischl, bohemia, mar. 2 , 1824 . died: Prague, may 12 , 1884 . 

His music sings to us today of the Bohemia of old—its woods and 
cultivated plains, its villages, its romantic hills and old legends, its 
great past and even its future . It is all one great pageant of song and 
dance—dancing to native rhythms of astounding variety, singing to 
melodies of a unique beauty .— Paul Stefan. 

Symphonic Poem, "Vltava” ("The Moldau”) from the 
Cycle "Ma Vlast” ("My Fatherland”) 

An ardent Bohemian patriot and nationalist, Bedrich Smetana enshrined his 
love and loyalty in a cycle o£ six symphonic poems collectively entitled Ma Vlast 
(My Fatherland). Of these, Vltava (The Moldau) is the second. Few artists 
in any medium have set forth the glory and beauty of their land with such fiery 
eloquence. History, tradition, and legend sweep through the cycle, and the gay 
laughter and healthy vigor of the Bohemian countryside pulse in its folkish 
interludes. 

In the surging power and lyricism of Ma Vlast, Smetana wanted Bohemians 
to treasure their glorious history and envision a still nobler future. Through its 
vivid tapestry of tone he wanted outsiders to see his brave little land and learn 
to love it, too. No artistic manifesto could be as relevant to the recent plight of 
Smetana’s imprisoned fatherland and to its heroic liberation. In this cycle 
a staunch lover of freedom voices his sadness, his hope—and his prophecy. 

The story of Ma Vlast is not without its personal note of ironic pathos. 
Smetana never heard a single note of his series! He went deaf the very day the 
heroic theme of the opening Vysehrad section came to him. Smetana himself 
relates how he woke up that morning in a soundless world. “One night I 
listened with great pleasure to Leo Delibes’ opera Le Roi Va dit,” he writes. 
“When I returned home after the last act, I sat at the piano and improvised for 
an hour on whatever came into my head. The following morning I was stone 
deaf.” That was late in 1874. For almost ten years, up to his tragic death in an 
insane asylum, Smetana lived in absolute deafness, withdrawn from the world, 
and like Beethoven surmounting his affliction to give that world the maturest 
utterances of his genius. To the end he suffered great physical pain. Shortly 
before his mind finally snapped Smetana noted on the margin of a page of his 
D minor Quartet: “Composed in a state of disordered nerves— the outcome of 
my deafness” 


L'x 
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In 1882 a performance in Prague of the whole Ma Vlast cycle was turned 
into a patriotic rally. After each section the public, waving hats and hand¬ 
kerchiefs, repeatedly shouted Smetana’s name . . . and Bohemia’s. Feeling 
mounted steadily, until after Blani\, the final section—an irresistible batde cry 
to all true Czechs—it swelled into fiery jubilation. Nationally colored wreaths 
were showered on the composer. Hundreds shook his hand. Many kissed him. 
Smetana, stone deaf, physically and mentally a broken man, stood there, ac¬ 
cording to his friend Zeleny, “happy in the knowledge that he had made others 
happy.” Prefacing the score of Vltava is the following descriptive analysis: 

Two springs pour forth in the shade of the Bohemian Forest, one warm and 
gushing, the other cold and peaceful. Their waves, gayly flowing over rocky beds, 
join and glisten in the rays of the morning sun. The forest brook, hastening on, 
becomes the river Vltava (Moldau). Coursing through Bohemia’s valleys, it grows 
into a mighty stream. Through thick woods it flows, as the gay sounds of the hunt 
and the notes of the hunter’s horn are heard ever nearer. It flows through grass- 
grown pastures and lowlands where a wedding feast is being celebrated with song 
and dance. At night wood and water nymphs revel in its sparkling waves. Reflected 
on its surface are fortresses and castles—witnesses of bygone days of knightly 
splendor and the vanished glory of fighting times. At the St. John Rapids the stream 
races ahead, winding through the cataracts, hewing out a path with its foaming 
waves through the rocky chasm into the broad river bed—finally, flowing on in 
majestic peace toward Prague and welcomed by time-honored Vysehrad. Then it 
vanishes far beyond the poet’s gaze. 


The Symphonic Poem opens with an undulating flute passage (E minor, 
6 /8), heard against pizzicato chords in the violins and harp. The strings then 
carry the rippling figure as first violins, oboes, and bassoon chant the warm, 
rich melody in E minor which Smetana borrowed from a Czech folk song. 
Horns and harp enter the harmonic scheme, picturing the stream coursing 
through the Bohemian forest. Hunting calls, given out by the horns in C major, 
are soon heard over the river theme. Vltava swells in volume as the hunting 
episode gains force. Then, as the calls recede, a brisk wedding dance (G major, 
2 /4) part march and part polka—sets in, working up to a fortissimo outburst 
of gaiety. The rustic dance subsides. Soft wood-wind harmonies now depict the 
moon rising over Vltava’s glistening span. Accompanied by strings, clarinets, 
and horns, the flutes weave into the fabric an elfin dance of legendary water 
nymphs. Next, the horns, trumpets, and tuba join in a solemn, subdued passage. 
Then the strings bring back the “wave” figure, against which the first violins, 
oboes, and bassoon repeat the river theme. After some development, the pace 
sharpens; Vltava, swirling and foaming, is approaching the St. John Rapids. 
The whole orchestra rages as the river forces its way through. Cymbals and 
bass drum join in picturing the whirling din of the cataracts. Then, as Vltava 
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clearing the rapids, streams majestically toward Prague, the theme modulates 
to E major, gradually fading in the distance. 

The scoring is for piccolo, two flutes, two oboes, two clarinets, two bassoons, 
four horns, two trumpets, three trombones, bass tuba, tympani, bass drum, 
cymbals, triangle, harp, and strings. 

If Smetanas Vltava causes fervid stirrings in the breast of every patriotic 
Czech, it also carries a special throb for Zionist Jews. For the melody used in 
the Jewish National Anthem “Hatikvah” (“Hope”) stems from the same 
Czech folk song used by Smetana for his haunting river theme. The Hebrew 
poet Naphtali Herz Imber wrote the ardent verses of aspiration in 1878, and 
Samuel Cohen, a pioneer settler in Rishon Le Zion, Palestine, later adapted the 
song to them. Nowhere could this early Zionist have found a better theme for 
singing warmth and yearning prophecy than in this brave, unquenchable 
melody of another freedom-loving people. 


Symphonic Poem, "Blanik” from "Ma Vlast” 

This symphonic hymn of patriotic hope rounds out Smetana’s national cycle 
Ma Vlast {My Fatherland ). Blani\ pictures the spectral Knights of the Hussite 
wars of independence in their mountain retreat, awaiting the day of reckoning 
when they will fall on Bohemia’s oppressors and drive them out. Over them 
looms majestic Mount Blanik. As misery and terror spread through the land, 
the Hussite warriors prepare to heed the call for help. Magically the mountain 
opens and out stream Bohemia’s saviors. Soon the enemy is crushed, and peace 
and freedom reign again. In exultant symphonic speech, Smetana, a staunch 
nationalist, voiced his hope and prophecy. 

To the true Czech, Blani\ has long been a battle cry. Implicit in this heroic 
synthesis of Czech glory and legend is the tradition of John Huss, the 
fourteenth-century Czech heretic and rebel who died at the stake. Fragments 
of the Hussite battle choral burst out fervently in both Blani\ and the preceding 
section Tabor, to which it is closely linked in Hussite background. The whole 
orchestra seems to intone the words, “With God on your side you will triumph 
over the foe.” Finally, in mounting jubilation, the main theme of the first 
section of Ma Vlast —the Vysehrad —returns. The unity of Czech history and 
legend, the cycle of Liberty, is complete. 

Overture to the Opera “The Bartered Bride” 

To begin with, the tide of Smetana’s comic opera is Prodana nevesta in the 
original Czech, and the standard German version of the work offers the label 
Die ver\aufte Braut, both of which may be literally Englished to The Sold 
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Bride. However, for possible reasons of euphony or cadence or just plain 
accident, the piece is known in English as The Bartered Bride, which does 
seem an improvement on the ultralaconic definitiveness of the other. In any 
case, the opera with a libretto by Karl Sabina, was given its world premiere in 
Prague, May 30, 1866. Forty-three years later Giulio Gatti-Casazza produced it 
at the Metropolitan Opera House in the German version. On that occasion 
Gustav Mahler conducted and the leading soprano role of Marie was entrusted 
to Emmy Destinn, both of whom were of Bohemian birth. The opera took, 
as the saying goes, and it fluctuated slightly in popularity for the next three 
seasons. 

In January, 1926, it was revived at the Metropolitan, remaining on the active 
list for three seasons more. A later revival, in February, 1933, brought its sum 
total of performances for that season to two. All the afore-mentioned produc¬ 
tions were given in the German translation. In the meantime there had been 
considerable busde all along concerning a presentation in English, but not until 
the “popular” spring season of 1936 did it crystallize into fact. A number of 
writers, grouped collectively under the name of Graham Jones, were responsible 
for it, and it had a remarkable success, so much so that the opera in that English 
adaptation entered the Metropolitan s repertory of the following winter season. 

The Overture, however, has ever been a favorite with American concert 
audiences, antedating the staging of the opera by more than twenty years. 
Hanslick, who made some declarations in his time, notably the anti-Wagnerian 
tirades, delivered himself of a curious thought when he said that the Overture 
might serve admirably as a prelude to a comedy by Shakespeare, as if its natural 
and original function in preluding a compellingly amusing opera were not 
service enough! True, it has occasionally carried the tide Comedy Overture in 
concert performances, but that, too, would seem to be of a piece with Hanslick’s 
odd juxtaposing. 

It has been said that Smetana was driven to the composition of “national’’ 
music by a chance utterance of Herbeck’s to the effect that Czechs “were simply 
reproductive artists, and initial steps in that “nationalistic” direction were 
taken with the founding of the Czechic Interims Theater in Prague, Nov. 18, 
1862. Smetana’s first operatic contribution to that venture, Branibori v Cecach, 
came a litde over three years after the establishing of the Theater. (The libretto 
for that first essay has been described as “undramatic,” “improbable,” and 
“ridiculous”) The.composer began work on The Bartered Bride in May, 1863, 
and completed it in March, 1866. At its one hundredth performance in Prague, 
May 5, 1882, Smetana said, “I did not compose it from any ambitious desire, 
but rather as a scornful defiance, for they accused me after my first opera of 
being a Wagnerite, one that could do nothing in a light and popular style.” 

In its original form the opera was in two acts without change of scene, and ; 
it consisted of twenty lyric parts connected by spoken dialogue. For a projected 
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performance at the Opera Comique in Paris, Smetana augmented his score 
with a male chorus in praise of beer, an air for Marenka, and a dance. He 
divided the first act into two scenes, later ending the first scene with a polka 
and opening the second with a furiant (peasant dance), which made three acts 
of the original two. For the St. Petersburg production, given in January, 1871, 
the composer changed the spoken dialogue into recitative, bringing the opera 
to its present form. 

Philip Hale has lucidly summed up Smetana’s aims in opera with the 
following words: 

He believed in the ever-flowing melody in the operatic orchestra; this melody 
should never interrupt, never disturb, the dramatic sense; the music should have a 
consistent physiognomy; it should characterize the dramatic; the leitmotive should 
individualize; but Smetana knew the folly of imitation, nor was he the kind of man 
to play the sedulous ape. He once said, “We cannot compose as Wagner composes,” 
and therefore he sought to place in the frame of Wagnerian reform his own musical 
style, his musical individuality, which had grown up in closest intimacy with his 
love of the soil, with the life, songs, legends of his countrymen. 


String Quartet in E minor, No. 1 ("From My Life”) 

I. Romantic longing, and foreboding of misfortune (Allegro vivo appas¬ 
sionato). II. The merriment of youth; my love of dancing and dance music 
(Alla polka). III. Memories of the happiness of my first love (Largo 
sostenuto). IV. Joy in discovering how to treat Bohemian national elements 
in music; the catastrophe of deafness, reminiscences of happier days, and 
resignation (Vivace, meno mosso). 

[Transcribed for orchestra by George Szell] 

Premiered on the air on Mar. 8, 1941, by the NBC Symphony Orchestra, the 
present orchestral version was performed the following Jan. 29 and 30 by the 
Boston Symphony Orchestra in Boston. Mr. Szell conducted on all three occa¬ 
sions. In rescoring Smetana’s first string quartet, the arranger calls for a huge 
instrumental array consisting of two flutes, piccolo, two oboes, two clarinets, 
two bassoons, four horns, two trumpets, three trombones, tuba, tympani, tri¬ 
angle, tambourine, side drum, bass drum, cymbals, tam-tam, harp, and strings. 

PuHy aware of the risks in making such an arrangement and knowing all the 
arguments against the practice, Mr. Szell hesitated long before setting to work 
on the great quartet. He wrote his publisher: 

In general I am in entire sympathy with such arguments. But in this case I reached 
the opposite conclusion. Smetana himself had doubts as to the reception of this 


676 T!fF, l ONVr'KT l‘t >M1*\N|o\ r 

composition. In a letter «l Uct, I.!, t,» hu tornd |u>-ph >->■%. Ml , x j„ , 

that others would have to judge the style *4 thr ut.-i; that i ■ 
surprised to find they did not like it, since it w.u wtiiM.uv the natal 
of the string quartet, "“‘ r|lini1 

Mr. Szell [Hntited out that the great quantity of at peggins in the 
in themselves proof enough that Smetana t.-imd thr I. me <,u t: . 
inadequate fur expressing his must, a! ideas. A tmflirt due m ■. ,’^yu 

the indieatiun </«.;>/ tmmhi as »f with a mrmjrt m (hr jsdh : , . ,\ w 
movement. Then Mr. S/etl felt the "many u-um!-,., vu .tat' 
dies” show an orchestral qualify. He wo.re, in ! »(!: ’ ^ 

All these considerations made me dr.tde lut autumn to • .• - 
rmsterpine tor the ouhr-.ua. It dr-me. wider tinea, al ho-,t.-„ii-. *« • ; . --a 
than are possible, or have Iwn povabb- up u> the pn-,-; ( t, *vi r} K J'/ 

As tor my consttence, i have not . fuae/d a n»-v «a mad- asn ,' 
harmony vvhich would tlutiuh it, In * h.-o-an,; rh - ’.tmohunn i, • 1; ..\ )f 
Smetana in his coiupoMUon-., J Isavr -anq-U nu l-ihurd (Sc- niua.al -' i.-’i'- 

original Smrtana expression. 

■'T-SM- 

Smetana’s own statements aU-or the qu.it m ,«r w.>rh qm.tmg as imlkative 
of his prtsonal, subje, live ar-pui.n n (.< at t, J ;> - xY.; *> >. ut-c '-i.ieuf, | lr 
"recalls memories of my gay ho- to v*>mh «hni 1 u.cd m write dance muse’ 
and give it away right ami hr m ,.thn winy t-dk. httmvsi mvsrlfa,,, 

enthusiastic dancer." He weighed, »barge. mad - by p-u, Hurts tint the ntkklk 
section of this movement was "rmpusstMe" p, jdu, d..- ' j-muy „t the cbrtfe" 
freing unattainable, ’I trmrnd replied rbr ip,”ih,it ut this mow- 
ment I paint in tones my tr.oile, «*,,»»•. »h r ( ,.? t - ,»,{«•. in whicht 

movetl fur years. I thin!; the tiitfi. nhy ut ihi-, mturmror :, thr tea! teasnn why 
musicians refuse m play it, ami «m the Vu-Wm! a*,;.-' ... *!,*}, they refer," 

According to Smetana, the Hugo •,*»'aeim!.i "u> alh, thr Me,, ,nv first lt»w 
fur die girl who aftn wauls t*r< amr m, iauhtu! w,tr " THr mi dr he tlewrW 
as My joy in discovering bow »o ur.tt llrmrmim ivoumI rh-nit-nr-, in mwf 
my successes in this tliutiiou mini the imritupf.-.m ,-t thr (mu'dr c ttavtraphe, 
the beginning of deafness; a glimpse „n ij )r ylo.ix sumo-, ,* digit* ray nf hope 
for betterment; painful mipir-.-amr, arutued |« Hu- t ,,t mv fitst trim 

fH’gitmings," 

. ' SimitI1 ‘»'>z,ing his aims, Smetana rr*eur,i m thr q'Mttr* , t s *".i work which 
m a sense i.s private and rherrion- wu-rru »,.» »,•.*;m>.-rn»v, whkh #ha^f 

converse together in an mmiMfe.mS- aUnit thr <huv,'‘ h v.deeph m*k 
rnc, Nothinsr more/* 


















David Stanley Smith 

BORN: TOLEDO, OHIO, JULY 6, 1 877. 

Me is greatly interested in the architecture of music; he considers it 
no less important than melodic invention and feeling . And he strives 
to avoid equally sentimentality on the one hand and harsh imperson¬ 
ality on the other .— John Tasker Howard. 


“Credo”: Poem for Orchestra 

The composer of this work has been associated during his entire professional 
career with Yale University, as student, professor of composition, Dean of the 
Yale School of Music—1920 to 1940—besides his duties as conductor of the 
New Haven Symphony Orchestra. Several of his compositions have been per¬ 
formed by leading orchestras, two of them by the Philharmonic-Symphony 
Society, viz., his Second Symphony, performed in 1918, with Mr. Smith con¬ 
ducting, and 1929 —A Satire, conducted by Bruno Walter on Nov. 15, 1933. 

Mr. Smith’s First, Third, and Fourth Symphonies have obtained hearings by 
major organizations, as have his Prince Hal—An Overture, Fite Galante, for 
Flute and Orchestra, and other works. He has also composed nine string 
quartets and a number of sonatas, choral compositions, and songs. 

Mr. Smith has kindly supplied the following analysis of his work: 

The theme from which this work takes its title is the most famous of the 
medieval intonations of the Creed, the one used by Bach in the B minor Mass. 
It dates from the eleventh century or earlier. As it is here displayed by flutes and 
clarinets in octaves over a sustained C major chord, it is easily recognized. Later on 
chimes intone it against other melodies and again at the end. Though the Credo 
theme serves to give a hint as to the meaning of the work, it can hardly be called 
the “first subject.” In point of time the leading motive is a calm, severely diatonic 
melody for four horns in unison. There are several other melodies of almost equal 
importance. The pattern woven out of these various ideas is intricate, but free from 
scholastic treatment. The music is intended to be an affirmation of faith in abiding 
spiritual values at a time when these are subject to forces of upheaval and discourag¬ 
ing doubt. 


Bruno Walter conducted the world premiere of this score at a New York 
Philharmonic-Symphony concert on Nov. 8, 1941. 


X.C.B. 
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Leo Sowerby 


bosm: ohano it,u*n»% mu mss i, r*<i<v 

l try to be myself, not tbin^ng about «.*v *t\le sir ultom; trying em* 
stantiy to improve mv terhnw, .a that when i • had have ■wnetkwg 
to toy, l shall be able to -n tt , Uj< 1\ and */or« #,V and t#W mllmg 
~ simply. Lku Sowiuhv. 


Symphonic Poem, "Prairie 1 * 

As with so many other modem Atom .mi lompo.ien, the native soil hitsl 
a fertile source of inspiration foi l,ro S,,wriU. Momti*. ho. *.root 
in the good American earth in the Svmphotm IWm Vs,tote, based on the i 
known poem of Car! Sandburg whnh tui iatn t.. srtvr 1 ail.as Fo« ast 
his brilliant cantata of the same name, Mr. Nones!.*, i.mtpb-ted rite scorei 
the spring of i*C?> am! conduced to. wmld pimm-ir uidt the National ] 
School Orchestra at Intel !<* hen, Mr*h , mi Aug, IS. 

Two excerpts from Mr. Kandbutg*. p,«rm are pinned m the wore to] 
the kind of imagery and mood the .,.mj«>srt ‘...ugh? to evoke in the 
They run as follows; 

Have you seen a red sunset drip over one *»t my vmhUo-U-., the dtoie of night** 
the wave lines of dawn up a wheat vaSby ‘ 

Have you heard my threshing news vet!mg tit the .had <a a sttawpile andd 
running wheat of the wagon hard-., tin ioiuhnskm, my haivnt hand* 
crops, singing dreams «»t women, woddt, hoi worn 1 

lire structure of Mr. Sown by \ Svmphone iWin is smh that the [ 
imagery billows in an unbroken sr»ps"u„r sn die ,!r!uK,ci..n of mood, The 
of the “red sunset drip" mnrm a» the rud *! <!u- any.on»■,,», and one t» 
made to glimpse the huge, umrliesr ! muioHin'v tA Middle Western 
Mr. Sowerby, however, disclaimed any eth-i? m «mr mot "piograffl Baak" 1 
When the work was {letfntmrd by thr t in, ‘ maple >uv «inhestt*, tk 
compact wrote Felix Iforowxli, thr ann.namj, du.,l».'itng hr. anus; 

'Hie composer asks only ut the Jn*'in dsn ;.r •.-..Mg./.'* !,u..udr dour in a* W** 
cornfield, tar enough away Itoio saiiwav.. item >ns, o! -yAn-,. and radios #iM 
himseli at [rate am! at one with the Kmty thp « ,»U >„* Un, It do* »it»4liu#lw 
something of the "homely" about u, ■», nr.a.b dir *• ; tb- ,.tumult. 

1 he score calk for two fluir**, j<o t\%n * J n two 

bass clarinet, two bassoons, d*4tbi«- h* 1 ■hi--'* 'iititt 
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trombones, tuba, tympani, side drum, bass drum, cymbals, triangle, bells, celesta, 
and strings. 

Born in Grand Rapids, Michigan, of an English father and Canadian mother, 
Leo Sowerby early studied music in Chicago. He was appointed organist at the 
St. James Episcopal Church there and teacher of composition at the American 
Conservatory of Music. In 1917 he enlisted and played clarinet in an army band, 
later becoming bandmaster with American Expeditionary Forces in England 
and France. He was the first American composer to be awarded the Prix de 
Rome in 1921. After three years of study in Italy he returned home and was 
appointed organist of the St. James church. 

A composition of his, the orchestral suite A Set of Pout was performed as 
early as 1918 by the Chicago Symphony Orchestra. Later that year the New 
York Symphony played his first concert overture, Comes Autumn Time. 
Among his other works are a cantata The Vision of Sir Launfdl, a symphony 
for organ, and a Mediaeval Poem for organ and orchestra, besides considerable 
chamber music, an organ concerto, and two piano concertos. A Concert 
Overture, composed in the summer of 1941, has proved popular with high- 
school and college orchestras in the Middle West. Mr. Sowerby’s music has 
been praised for the fresh vigor and directness of style evidenced in this work. 

Rejecting “labels, tags, groups, and schools,” he points out that in late years 
he has been drifting away from the “consciously national” trend of his earlier 
work. However, critics still aver that his works are “the sort that could have 
been written only by an American.” The stylistic variety of Mr. Sowerby’s 
music has elicited such contrasting responses from reviewers that he once 
remarked: “I have been accused by right-wingers of being too dissonant and 
cacaphonous, and by the leftists of being old-fashioned and derivative.” 


L. B. 





I.ouis Spohr 

BORNI WRI’MWirK, ADU. ^ VV l*’ u \ . 4 ! , f •*• I*. * *, 

There is nothing eternal fjhn*: the *■>*■, e*? Vhrx sepre<rnt 

him in ike parliament at * * t* ♦; I < .*< , >*; ■/* r «?;;; n « kn 

# fern set spm'ke* anj Jsiu-e'eJ them a *,\V \:v \;\\\\ \ 5 


Concerto for Violin ami Orchestra in l) minor. No, 9, 
I. Allegro. II. Adagio. III. Rornki. 

Though inm.ukktiai. for decades as enmp.sn, *>mdm tor, violinist, and genwd 
musical arbiter, Dmis Spohr is only a tt.tmr avera;;,.- umeertgws totb, 
In his time he was known from one r««! <>i Kutojr to dm other, ami his owe 
spiled magic across the sea, He touted widely and oft™, sum.dly founded tl* 
first great German music festival, ami for dum srvnt vran duectrd the dud 
opera at Kassel. He had his likes am! dislike*, abletied the Fifth and Nitrft 
Symphonies of Beethoven, yet ihampioned Wagnrt. In ISll, Kp.hr gavet 
recital in Berlin, the accompanying pianist lietng .» vmtth named GUcom 
Meyerbeer. Four years later he played In*, own ( omettante t,.r Two Violitwh 
Rome. The other soloist was Nicolo I’aganmi, for whose ’lighter and freer" 
style of bowing he had no taste. 

Despite the constant traveling, conducting, and pining, he found time! 
compute. His output is smjrrudow, in the tswir Inong, do- last opus number 
being 154 , not counting some ftftmi othrt oanpranMU'i outside the writ* id 
a vast quantity of maiuisiripts, His u».hn iMiurtsi'i .thatr nuiulter seventeen, 
his symphonies nine, his or.trotios font, limn 'lore vntr;g quatret* came from 
his pen, and he even consjtosed ten opus, m, hid,mg a b\in 4 , regarded »kit 
best. 

Of the concertos die Ninth, considered the W-\t »} dir .rvemern, still Mil 
tlie concert stage, though as far ha. k a* Iw 4 Boston reviewer could write! 
“The vSp.hr concerto rounds vny ok! u»w " The Se^tuh .md F.igluh svered* 
iti currency at the time, though already bigging Miind, So,!!, long after Sptku 
death, the violinist Haul David, wrung; sn rA-a/, Don- <*)«■*;, maintained ta 
the concertos were "sutpassed only in those ..» Iire-howm .aid Mewlr-Mw.* 1 
He thought they would live 'longer than am »,t he, works” and paid 
their "noble and elevated ideas" and "fua-anls du-iiun. nraimnif," at well* 
the supreme fitness of every notr in she s«4u j*ar 0* the nature of the viotet* 
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In Spohr’s own lifetime, Henry F. Chorley, the English critic, praised their 

verve, brightness, and contrast,” calling them “of their kind the first of the 
first. To Chorley they constituted “a blessed thing for the great and noble 
school of violin players in Germany ... a fact no more to be denied than that 
Mozart helped opera a step forward, Beethoven the orchestra, and Clementi 
:he pianoforte.” 

The Ninth Concerto entered the New York Philharmonic repertory during 
its thirty-second season, on Nov. 15, 1873. The soloist was Ernst Schiever, the 
:onductor Carl Bergmann. A symphony of Spohr’s —Consecration of Tone 
—figured in the programs of the fifth, sixth, eighth, and tenth seasons, almost 
is a “request” number. 

The work dates from the autumn of 1820. Earlier that year Spohr made his 
irst visit to London, conducted the Philharmonic, and brought on a storm by 
loing something—for London—unprecedented: he used a baton! On his return 
lome he set immediately to work on the Concerto and brought it out himself 
yti Oct. 14 at a festival in Quedlinburg. Wild enthusiasm greeted it. A similar 
•eception was in store of it at Frankfurt. Paris, on the other hand, responded 
epidly, and Spohr’s letters home bristle with sharp strictures on French taste. 

Spohr’s Violin School —long a standard manual—bears his own comments 
m the Concerto. The Allegro is “serious but impassioned”; the Adagio, “mild 
ind serene”; the Rondo “agitated and imperious.” A prefatory section, follow- 
ng the then accepted practice, gives out the main themes. The solo violin then 
ackles two subjects, the first in brisk chromatics, the second a song in F major, 
eading to a flurry of typical bravura and a development section with returning 
hemes. In the Adagio two “mild and serene” melodies are announced and, 
imid more florid writing, brought back in new guise. The Rondo, full of 
louble stops and decorative brilliance, used to be avoided by many violinists. 





William Grant Still 


whim; mv it. 

By far she most mdeiy reeatfmxed AV*.;t *? 4 :>mp*urv nut ay it William 
Grmt Still * * , Afamt Still ik\ used dehmsAy # r i itmk 
himself $t) the development of ike iM<>m and the heat mens 

Negro tub jet ts in hit feogrjtmmtfte w«'k> !>«**■< IVm.r Hnwm. 


"And They Lynched Him on a Tree,' 1 H.d!.td i’oeni by 
Katharine Garrison Chapin 

Tim pokm on which this mime is based w,r. btutighr n* the .e.vnnun ,f 
William Crant Still by Dr, Alain Dh kr, id 1 low aid t mvrisitv t;.y vv,ej > iv 
the dramatic quality of its theme, hr saw m it-. w.uds a %«;>(«-** cmmrVh su::c .,'i 
to the talents of the well known Nrgu* Mi, Still, dun u>i:. s:; * j lu i^ 

triottsly during the one vrar term of a Ro.rmv.dd J*'r||..w.hip, |«utt ! da* i,| a 
entirely agreeable to him and he begun to work *<n if a? on. r, \ 

Miss Chapin's jxwm, hi icily, tells ,4 the hu, him; .4 a Wgm, She d«wi i 
pictures of the surmimdittg tiniinea ut« c* die jh*4i, rnj. .yutg its gruesome - 
work, die raw ecstasy oi s.uiwk song a.'in the deed, the touting of if,nines 
and with it the appearance of Negior-., iuend, .4 die vivnm, who Ark his body 
in the black night, then the ntothn, a b»<4,rn, dmi.night ijgtnr, mterget out 
of the group and, as if by some psythn irlafioirdop, all hum* h into a lament, 
Die song grows into an uftodirmis, whitr via* es j,<muig those *4 die Wr.-s 
in a protest against the rule .4 the mob, ag.mw Lwlrvuiev,, and together .i-. 
smgof the hop for an understanding and a ndn-ui.r tli.o will removeform 
every trace of such hate and pir?udar and mgr/s. e loan dir hrarts of met. 

Anti They f.ywhtJ Ihm „n a Tree wu, gtsni it-, hr.u,m; on June21, 
1J40, at a Wulhartnoim Symphony iiiiwii m die Lr hit StJdiutn. 

Mmm 

■r.mmkt 

Plain-Chant for America," Ha set! on a Puem by Katluriw 

Garrison Chapin 

Tins WORK represents the sr.ond u.SUw.m.m wM, Mm Chapin. Ptdf 
' iant f or dmeriea. the leading poem m a k«*l .4 5-0,-uw In -Mm t hatiiil, &* 
appeared m a national mag„/mr in August, |v,o, , 4 > rW wrr ^ fc 
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beginning of hostilities in the Second World War, when international' sneers 
and muscular gestures had not yet given way to actual warfare. 

Concerning the origin of her verses, Miss Chapin says. 

An American poem had been germinating in my mind for a long time, but the 
final circumstances that helped to thrust it into being was the fact that I had spent 
a few days in the company of some persons who are sympathetic to the Fascists, 
charming people, whose talk enraged me in inverse proportion to their charm, and 
showed me vividly the gap between totalitarianism and the American democracy in 
which I believed. The emotion of the poem began there; I found completion when 
we stood beside President Roosevelt in the sunshine at Key West, Fla., while he 
made a fine radio broadcast, opening the San Francisco World’s Fair in February 
1939. 

The poem follows: 

For the dream unfinished 
Out of which we came, 

We stand together, 

While a hemisphere darkens 
And the nations flame. 

Our earth has been hallowed 
With death for freedom; 

Our walls have been hallowed 
With freedom’s thought. 

Concord, Valley Forge, Harper’s Ferry 
Light up with their flares 
Our sky of doubt. 

We fear tyranny as our hidden enemy; 

The black-shirt cruelty, the goose-step mind. 

No dark signs close the doors of our speaking, 

No bayonets bar the door to our prayers, 

No gun butts shadow our children’s eyes. 

If we have failed—lynchings in Georgia, 

Justice in Massachusetts undone, 

The bloody fields of South Chicago— 

Still a voice from the bruised and the battered 
Speaks out in the light of a free sun, 

Saying, “Tell them again, say it, America: 

Say it again till it splits their ears: 

Freedom is salt in our blood and its bone shape; 

If freedom fails, well fight for more freedom— 
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THE CONCERT COMPANH >N 


This is the land, and these are the vr.ii>.’ 

When free, iom's a whisper alntvr th-.-tt a-hrs 
An obsolete word ait on thru e.t.r.r-,, 

When the mind has yielded Us last ic.jii.m.e, 

Ant! the last tree Hag is under for wave. 

“Let them rrinemtirr that hetr on the western 

Horizon a star, oner act tanned, has it«-r irt; 

And the strength of a hope, and the .h.tjv «*t a vision 
Died for and sung for and fought tot, 

And worked for, 

Is living yet.** 

Mr. Still’s music is in the form of an .inomp.mtrd oration. It 
dramatic recitative, and it olfets two mrlodn tUnt\r „ The ni*.s comes jj'" 
diatdy at the opening of the piece, and the >.r.,>ad niirn wffh the !»«?,' 
earth has hcen hallowed." This lattn stthiea m’iuuu ,» |*j s <t develoL, 
iluring the course of the mtmlter, then it swells into a gtr.u poaSude. Mr.S 
followed a suggestion of Joint B.ubuoih', m the imhf.i,.n nt for two 
orchestral sequences, 

Hie music endeavors to parallel the messagr of the *rw in a simple .md&« I 
manner. Complicated formal devn rs have ie-rn pttr an. !r tn fo*" mtetevt 1 
straightforward declaration, whose appeal u amrd at for widest 
audience. 

Mr. .Still dedicated his composition u, President and Mis. I-Tmklm 
Roosevelt. It was first pet formed at a New y*.*k 1'hdii.it tuoun Sy 
concert, John Barbirolli umduetmg, on < hi. fo, foU. 

Symphonic l\mt\ "Ohi Cdlimnh" 

hwcvMttitt m Werner Jaitwti* dm wuiI* w »•* wt in * 

one fumtimt »ind sixtieth *iiiiisvrr# 4 ii *4 the r. v »-?§ 1,4c, It 

its itf&t perlurmame iu *i jirt^ram ul tSir Mmu d ^i^rrin 

Symphony Hour, iitulrr Mr. JamwitS dur,t;.vu -it Vj;.f I 1 41 Hmrr ibti 
h;ts bmi revised and kn^ftinird* in ivhufi l-am it In-* I'iannrd 

by various orchestras, Mi, Still fuimrSt *»y m : 

I hr lyiiijibnuc |nrm UtJ d<wi V m*w§ 1 

program mmir. Thr duat >*;»!* 4 ui, *«•;.,*, f ^ r minimi# 

ml man, California'** *lnfi«> t\u%hA *r,$ |V** d- ■ ». .^num 

tuniy the finliaii and lm iiiImI I'tfr tbrnw* rr/^fut 1 

mt irniic Amcrican^ Indian mrliwly \\ ifr hpmnm 4 bn Sifr mi 1 

u ,r ** av * ;i tmir wrtitfglc when ilir ,«i 4}»j<r4i,-d **:* vm*; Mid & 

i merging of all these group* tn bring an vu a r r4,r 411 -1 jdrnty. Tlir 
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has dedicated the work to the memory of his friend George Fischer, who worked 
tirelessly on behalf of American composers and their music. 

The score calls for three flutes, two oboes, English horn, two clarinets, bass 
clarinet, two bassoons, four horns, three trumpets, three trombones, tuba, 
tympani, two percussion, harp, and strings. 

JLC. B. 


"Poem for Orchestra” 

The following explanation of the Poem for Orchestra is by the composer: 

In 1944, Erich Leinsdorf, then conductor of the Cleveland Orchestra, wrote to 
commission a new orchestral work from me. He placed no limitations on the kind 
of work I should write, nor was there any specification as to time limit The com¬ 
mission was made possible by the Fynette H. Kulas Original American Composers 
Fund, created by Mr. and Mrs. E. J. Kulas, who are both trustees of the Cleveland 
Orchestra. 

At the time, my mind had already been turning toward a new orchestral work, 
so the commission came at an opportune moment. I determined to express in music 
to the best of my ability the spiritual rebirth of mankind through a drawing closer 
to God. Accordingly I wrote the Poem for Orchestra, and after it was finished I 
asked my wife to write a short poem which would express in words what I tried to 
express in music. This is the poem which now appears in the printed score: 

Soul-sick and weary, 

Man stands on the rim of a desolate world. 

Then from the embers of a dying past 

Springs an immortal hope. 

Resolutely evil is uprooted and thrust aside; 

A shining new temple stands 

Where once greed and lust for power flourished. 

Earth is young again and on the wings of its rebirth 

Man draws closer to God. 

Verna Arvey 

The Poem for Orchestra is in three sections. The first, expressing the desolation of 
the world, is dissonant. The second section, a development of material that may be 
found in the opening section, is more like an energetic scherzo, signifying the 
building for a new world. The third section has in it completely new musical 
material—and this time the harmonies are consonant—signifying a spiritual rebirth 
and an exaltation in the approach to the Divine Force. At the very end of the work, 
there are some remainders of the opening thematic material, but these do not come 
with the same desolate feeling that they had in their first appearance. 

The Poem for Orchestra was given its first performance by the Cleveland 
Orchestra under the direction of Rudolph Ringwall on Dec. 7, 1944. It is 
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dedicated, Mr. Still adds, “to Arthur Judson, not only because I am personally 
grateful to him for many things, but also because I feel that he has been a 
constructive force in shaping and propagandizing American culture in various 
forms.” 


R. c. B. 

"In Memoriam: The Colored Soldiers Who Died for 
Democracy” 

In 1943 the League of Composers invited each of seventeen well-known 
composers to write a short work for orchestra commemorative of the Second 
World War, the series to be introduced by the New York Philharmonic- 
Symphony, under the direction of Artur Rodzinski, and broadcast by the 
Columbia Broadcasting System. 

Besides Mr. Still, the composers concerned were Nicolai Berezowsky, John 
Alden Carpenter, Henry Cowell, Norman Dello Joio, Howard Hanson, Roy 
Harris, Bernard Herrmann, Charles Ives, Werner Josten, Bohuslav Martinu, 
Darius Milhaud, Douglas Moore, Walter Piston, Quincy Porter, Bernard 
Rogers, and Roger Sessions. 

Mr. Rodzinski wrote of the project, 

In my opinion this series of commissions will serve three excellent purposes: It will 
serve as a strong and moving reminder to our country that the preservation and 
furtherance of our cultural resources is a duty and a privilege of the first importance 
in times as critical as our own. It will create a living musical record of various 
aspects of this war and its accompanying social manifestations. It will continue to 
encourage and stimulate composers resident in America, who are given all too rarely 
an opportunity to be heard. 

Oi his own composition Mr. Still has written: 

When it was suggested to me that I compose something patriotic there iminwti. 
ately flashed through my mind the press release which announced that the first 
American soldier to be killed in World War II was a Negro soldier. Then my 
thoughts turned to the colored soldiers all over the world, fighting under our lag 
and under the flags of the countries allied with us. 

Our civilization has known no greater patriotism, no greater loyalty than that 
shown by the colored men who fight and die for democracy. Those who return will, 

I hope, come back to a better world. 

I also hope that our tribute to those who died will be to make the democracy for 
which they fought greater and broader than it has ever been before. 

Mr. Rodzinski led the world premiere of this work on Jan. 5, 1944. 












Johann Strauss 

BORN: VIENNA, OCT. 25 , 1825 . DIED: VIENNA, JUNE 3 , 1899 . 

One of Strauss's waltzes as far surpasses in charm, finish, and red 
musical worth hundreds of the artificial compositions of his contem¬ 
poraries, ai the tower of St. Stephen's surpasses the advertising 
columns on the Paris Boulevards.— Richard Wacner. 


Waltz, "Wiener Blut” ("Vienna Blood”), Op. 3 54 

Dedicated to King Christian IV o£ Denmark, the Wiener Blut waltz was 
mposetl early in 1873 and first performed at a Viennese spring festival held 
at year in the Volksgarten. Oddly enough, it left the Viennese public cold at 
st. Later, when the popular folk singer Ulke set words to it and featured it 
his repertory, it became one of Vienna’s great favorites from the “Waltz 
ing’s” pen. In discussing resemblances among the Strauss waltzes, H. E. Jacob 
►ims to thematic parallels in Wiener Blut and the Kunstlerleben ( Artist/ 
fe) of five years earlier. “But nobody could mistake one for the other,” he 
ds. “In the earlier work we have the grace and light-heartedness of the 
tists’ lives, while in Wiener Blut we have a dreamy, heavy-lidded sensual- 
'• * - •” There is even a hint in its pages of the Rosen^avalier waltzes of a 
er Strauss. The Wiener Blut is one of almost 400 waltzes credited to Johann 
rauss, who was already writing in three-quarter time at the age of six. 

In a way the Viennese waltz was at once the clue to the Viennese temper and 
- city’s history. In its lush flow the Viennese was mirrored. Melancholy, 
irkle, a ripe, voluptuous love of life combine in its entrancing spell. Vienna, 
2 brilliant and festive and pleasure loving, chants through it. From the 
ndler and folk dances of Bavaria and Bohemia, from city and countryside, 
>m cafe and wine shop came the elements coalescing in the city’s great 
them—The Waltz. In a city of carnivals and cafe life it blossomed richly, 
i a revolt against the stiff elegances of minuet and gavotte it made its tri- 
iphant way. This was the dance of bourgeois democracy, of the citizenry, 
me even see a distant kinship with the round dance of the French Revolu- 
n, the Carmagnole. But the waltz as such was born and baptized in this 
alstaff of Cities.” Vienna that had known plagues, floods, invasions, and wars, 
d lay wrapped in Catholic mysticism in the shadow of St. Stephen’s and 
>oding Alpine vistas, this same Vienna had cradled the waltz as a “flight 
m death.*’ The Viennese was and remains obsessed with the brevity of life, 
me saw a narcotic in this spinning frenzy, and Richard Wagner called its 
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then king, Johann I, a “nerve demon.” In the IS Id’s ,tn observer, stunned by 
the sight of forty-thousand waltz fanatics whirling around in the Brigittenau 
during the Festival of St. Bridget, thought of a “Red Indian Festival," 

Weber and Schubert and Beethoven belong in the wait/ genealogy, and 
Haydn and Mozart as well. In dance forms and rlntlum they itorrmtCd, f W . 
fected, and laid down new patterns. Nameless mitwieb of town and country 
gifted with rhythmic improvisation contributed. At tijst a simple nine of a 
few bars, it branched out. Several themes were stamp mgrth,r», Trios and 
codas were added, and with Joseph Banner and the Kti.uisses the wait/ reached 
full, pulsating mauuity. Nineteenth century Virmu w.tb.vd, atn! the sport 
spread like wildfire, feverishly, the populace suicwtthed, < blser dances were 
brusquely banished trom the capital. As the rage grew and imrttsuird, the wait* 
grew with it, until in the hands of an arch magi. tan. stir wunget Johann 
Strauss, it became a wi/.ardly compound ut sentiment, ludhatnr. abandon, 
glitter, and nostalgia'-the perfect expression of a romantic on atlmst for g,w 
life and seeking escape from a gnawing lonviamn oj rmpimev,. The wait* 
invaded cafes, theaters, homes. The Muudvhnus.i.d, the NVyr Writ, the 
Sperlsaal, the Apollopalast hummed nightly with it. "I.man H.utord the - 
Viennese heart," it is saitl; ".Strauss commanded rhrtr feet." Barr, m tin-een- : 
tury Eduard Hanslick in horror harked hack t-« this tf*d ;,Jr ,.f waltzing 
frenzy as a sign that the Viennese were "mcapablr of mtr!bMt,.d rvtthn* : 
Wagner, visiting Vienna in his youth, found the wait / "a stronger , u , f | ia „ ; 
alcohol," and later deserifted the "passions itordrrmg on mad fmy“ whrtt the 
great Johann conducted. What a diattge from the u.mtly mimirt and gavotte 
of the old order, when finger tips met in refined resit amt' Vienna was now a 
mad whirl of enlaced figures. 

And Vienna knew how to honor her waltz makers. Arduous testimonials 
and celebrations were the younger Sttauss’s lot in late, hm, <>„ f }, r fortieth 
anniversary of his first appearance at the !>otnm.tyrr < -asino, Virnna feted him 
till he sagged. An endless th.tiu of wordv, I towing, hand vital, me deputations 
oesteged him. 1 he burgomaster of the <atv and an adulatory ,nmur « M ,d their 
rcsjjects. Delegates fmm the chief theaters and ntuma! retire followed wit, 
telegrams and (toemi were read fiomp.uxlv. Sjirrchr* domed mi trasrlwwly, 
Medals ami diplomas came tit showets. From mot mug m mght V jenna wor« 
shtpfMrd. At a hanquet, fish from the Itr.mtifui blue Dunrir 'was ,rrm|, The 

, " n V, ,M Wi,S . CVrl1 m " rr HI vujv and rndltt am e. FloWCtt / 

etters, gi ts came in carloads, (lonqtosers ( loidmath, Rulmtstrm, Nikiwh, A 
I^oncavallt, paid their results. Cometvamry pupils sang m Strauss's honor. A- 
Imputations again, i erform.mcrs all over tmvn of SowmU Atwia 

Fm,rfr I i wr hnml r- >(h ' r4ih M * i,p ^ * 4 *» *»•«»« 

from Horn.lulu amen photograph of the mentis of the flasv.m Do hem 
ty pu set and throhlxrd to the name of Johann Strauss, and all Virnai 
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waltzed. “If it be true that I haw* T , . 

11 1 » » y *»* ^ some talent I owe its development to mv 

city ’ Vienna ” he said “ vi - ! 1 ** * M p ay shc ^ 

moItd h hirn i 1: n / 9< t ° f ^ dkd With W The ^ city 

mourned him. As the elaborate cortege passed along the streets, the Viennese' 

X h r r iC :t m S1 T C , and Wept Hc Was buried at ^ side °* Brahms 
and Schubert Adoration had come to him from the lowest to the highest in 

tennas social scale In return, Strauss had adored his Vienna. While The 

Ouel “f W T DUm t 1VCS ’ V i Cnna mUSt lbger in the hcarts o£ men - The 
Queen of. \\ alt/.es is her song of perpetual youth and romance. Paces brighten 

involuntarily with the opening bar. At its premiere in 1867 it drove the Diana- 
saal gathering into a delirium of joy unequaled in the annals of Viennese music. 

1 ruly it became Viennas anthem. What Strauss had received from this throb¬ 
bing, intoxicating city he gave back with lavish interest. In Wiener Blut, in the 
hmperor Halts, in 1 tiles from the Vienna Woods, in Artists' Life— actually in 
all his music—he hymned the enchantments of his immortal city for all time. 


L. B. 


Overture to the Operetta, "Die Fledermaus” ("The Bat”) 

Havino oompomu) a vast number of widely acclaimed waltzes and garnered 

heaps oi laurels as conductor, Johann Strauss turned to the theater in 1871 with 
Ins fust operetta Indigo und die vierzig Rauber . In spite o£ a poor libretto, the 
work succeeded, thanks m the fetching score. But it was not until 1874 that 
Strauss produced a highly popular operetta, Die Fledermaus , owing its success 
to both libretto and music, and “Operetta King” was appended to “Waltz 
Ring in his string o£ honorary titles. Haffner and Gcn£e had based the book 
on Mcilhac and I laldvy s Z-e* Rhedlon . George P. Upton’s synopsis of the plot- 
folio ws; 

The scent opens with AcMe, maid of the Baroness Rosalind, seeking permission 
to visit her sister Ida, a ballet dancer, who is to be at a masked ball given by Prince 
Orlofsky, a Russian millionaire. She receives permission, and after she is gone, 
Dr, Hike, a notary, who has arranged the ball, calls at the house of the Baron 
Kisenstein, and induces him to go to it before going to jail, to which he has been 
sentenced for contempt of court 

I he purpose oi the doctor is to seek revenge for his shabby treatment by the 
Baron some time before at a masquerade which they had attended—Eisenstein 
dressed as a butterfly, and Palkc as a hat. The doctor then notifies the Baroness that 
her husband will in: at the balk Sire thereupon decides that she will also be present. 

An amusing scene occurs when the Baron seeks to pass himself off as a French 
marquis, and pays his devotions to the ladies, but is quite astonished to find his wife 
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there, flirting with an old lover. There are further complications caused by Falke 
who manages to have Alfred, the singing master, in the Baroness’ apartments when 
the sheriff comes to arrest the Baron, and arrests Alfred, supposing him to be 
Eisenstein. In the last act, however, all the complications are disentagled and 
everything ends happily. ’ 

Waltzes and polkas mingle in this bright medley of ravishing tunes, with 
sparkling drinking songs, romanzas, and czardas interspersed, the whole being 
virtually an apotheosis of song and dance and a rare compound of “Viennese 
gaiety and French drollery.” 

In his Johann Strauss, Father and Son, H. E. Jacob indicates the sonatalike 
structure of the Overture-the exposition-“the main theme with the short 
transition to the subdominant, to the subsidiary movement,” and then admits 
that Strauss had no intention of writing a sonata. 

The Fledermaus Overture’,’ he writes, “is a potpourri and makes no pretense 
to being anything else. Only his [Strauss’s] unerring taste (the most unerring 
since Rossini) was capable of welding so much wild beauty into the likeness of 
a sonata.” 

L. B. 

Treasure Waltz from "Der Zigeunerbaron” ("The 
Gypsy Baron”) 

Brilliant solos and duets, smart marches, and lively Magyar-gypsy dann» 
rhythms pepper the score of Der Zigeunerbaron (The Gypsy Baron), not to 
mention a full quota of gay waltzes reaching fine flower in the Schatz 
( Treasure”) number. This waltz, lodged snugly in a situation centering in 
buried treasure, almost became literally buried treasure—in a wastepaper basket. 
One day, while at work on the new score, Strauss played the waltz on the 
harmonium to the Viennese critic Max Kalbeck, who sang along with him. 
Suddenly Kalbeck leaped several bars ahead. Strauss, surprised, and stung by 
the thought of plagiarism, coiled the sheet up and flung it angrily into the 
basket, shouting, “Ach, someone has beaten me to it!” Assuring Strauss of his 
originality and that he had heard him play the waltz the summer before, 
Kalbeck rescued the “treasure” for posterity. 

When in 1883 Strauss made a trip to Budapest to conduct his comic opera 
Der lustige Krteg (The Merry War), he was accompanied by his young bride, 
the former Adele Deutsch. Shordy after the death of his first wife Jetty Strauss, 
he had married the ravishing Angelica Dietrich, age twenty, blonde, and easy 
of virtue. Five years of unnerving deceit led to a divorce, and then a fresh start 
with the widow Deutsch, who was everything Angelica Diabolica—as a Strauss 
biographer dubs her was not. Adele was later known to the Viennese as 
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“P ^ 091 

■t'rau Cosima in three-quarter time.” Thus, Der Zieeunerbamt, • ,, 

of flashing czar Ha*; hri^Kr j . & eunerbar on, with its medley 

new happ!„“s * r °” a “ C dueB ’ ™ 6« fruit of a 

t _® u< ^ a P est > Adele urged him to seek out the Hungarian nnwl'ot 
Jokai for a book. Strauss did, and later Jokai sent him the novel Saffi 
uc ing fantasy of Magyar-gypsy life teeming with Turkish Pasha & A 

record ^“°^ Ie< L nomads ’ dashing gypsies-even a fiddling skeleton Jokai 
recommended the Viennese journalist Ignaz Schnitzer for the th rfZ( 

StrauS musk'”' 0 ’ ^ d '™' d ™ rd! “ 1 “ d s ™n”ly“!Z 

“ d V " 0 “ se P aces - And the Sckai„,,l„, showed that 

time. W ° f thlS y ° Ung ° f Skty StiU beat fervidl y ^ three-quarter 


Perpetuum Mobile,” Musical Joke, Op. 257 

c^mes^oTrtijenf ^t" 88 ’ 8 rollickin g P iece of orchestral fun 

m „ f . d ’ consisti ng of an abrupt stop in mid air. Being a “nernetual 

s ”r off S e p, “' r prop “ ly “ d at * •**** pi-. 

AnL C T nt “ the middIe ° £ a P hrase > one foot in the air ” as 

£oLe' p &eT^r377f7SL K , k “ p *' w ** “ 

r<7rri^X° “v ma '° r ' 2A the P““ 1Ws ™ continuously, with a 

''ScimeiI S pok7a7 r ““ 1 ' J ” ! ” ^ ° P T' &llow <! “ ick su '“““«h and the 
Polka aCCOm P ani ment furnishes the “perpetual” rhythmic motion. 





Richard Strauss 

BORN: MUNICH, JUNE II, 1864. 

Thirty years ago I was regarded a rebel. 1 have lived long enough to 
find myself a classic .— Richard Strauss. 


Tone Poem, “Don Juan/’ Op. 20 

Few characters of fact or fiction have filled library shelves with as many poems, 
plays, and stories as the legendary Spanish libertine brought into literature by 
Tirso de Molina in 1630 in his play El Burlador de Seville . The Don s exploits 
in love and duelling went through ceaseless variations. A whole mythology of 
love and lechery grew around him. His conquests were as known as the deeds 
of Spain’s actual conquistadors. 

Zorilla, Moliere, de Musset, Dumas, and G. B. Shaw enshrined him in drama. 
Byron hymned the heartbreaker at epic length. Operas by Le Tellier, Righini, 
Tritto, Gardi, and Gazzaniga glorified him long before Mozart’s Don Giovanni 
pushed them all into the dustbin of history. Out of it all grew the composite 
portrait of a swashbuckling sensualist with a single goal, cunning and ruthless 
in reaching it, but, withal, a fearless cavalier who took life in grand stride and 
superbly mocked at death. 

This was the Don Juan of legend and art. In Byron s poem, the sullen and 
railing outlook of an exiled bon vtvant already colors the last of the Dons 
intrigues. In the poem of Nicolaus Lenau, a philosophical and mystic German 
poet of the early nineteenth century, we find a new Don. He is an idealist, even 
a thinker, on a gallant hunt for womanly perfection. To Lenau, Don Juan is 
not “hot-blooded man eternally pursuing women.” He is pathetic and pitiful 
in his futile quest for the woman who will incarnate all womanhood. Dis¬ 
illusioned by his failure, disgusted with himself and the world, Lenau s rake 
repents in virtual suicide. In a duel with Don Pedro, the slain commander s son 
and sworn avenger, the brooding Don drops his sword and receives the fatal 
thrust. “My deadly foe is in my. power,” are his last words, and this, too, bores 
me, as does life itself.” 

Lenau’s poem dates from the early part of 1844. Later that year he went mad 
and was confined to an insane asylum at Oberdobling, near Vienna, where he 
died on Aug. 22, 1850. His full name was Nicolaus Franz Niembsch von 
Strehlenau. Some years before the “Don Juan” poem he had written his own 
version of the “Faust” legend. About both he once stated: “Goethe’s great poem 
will not hurt me in the matter of ‘Faust,’ and Byron’s Don ]uan will do me no 
harm. Each poet, as every human being, is an individual self. 
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Strauss was only twenty-four when the Lenau verses struck him as excellent 
matena for symphonic treatment. Though published as the first of his tone 
poems, he had already completed Macbeth the year before. His purpose was not 
to itemize and catalogue a series of amatory episodes, but to present a unified 
picture of the Don’s unavailing search through a set of interlocking themes and 
moods. What attracted him too, was the pattern of “emotional phases” out¬ 
lined in the poem the pursuit of an Ideal; the beauty and appeal of Woman- 
the disillusionment and “partial atonement by death.” The score bears extracts 
from Lenau s poem, two from the opening scene and one from the final scene, 
in which Don Juan tells his friend Marcello of his dead desires and blighted 
hopes adding resignedly, “Exhausted is the fuel, and on the hearth the cold is 
fiercely cruel. The basic theme of Lenau’s poem is clue enough to Strauss’s 
general plan. The composer furnished no guideposts to the unfolding drama 
other than the quoted fragments and his own delineative apparatus. Struc¬ 
turally, the work falls into a freely adapted fantasia form. 

Of course Strauss’s failure to give stage direction for entrances and exits of 
the supposed dramatis personae in his tone play did not stop his followers from 
doing the job for him. In fact the Master’s omission only stimulated disciples 
to keener research. Promptly they set about fingerprinting every phrase, theme, 
modulation for narrative reference. They put their ears to the score and heard 
a wondrous tale of multiple seduction, told as plainly as the morning’s news. 
Wilhelm Mauke even gave names to the Don’s victims as their doleful stories 
cropped up. Each was neatly indexed in the symphonic filing cabinet, with all 
the particular nuances. Yet the Lenau poem offered too few trophies, so Zerlina 
was borrowed from Mozart’s opera and permitted to bow into Strauss’s sighing 
sisterhood. In fact Mozart’s coquettish minx became the first and easiest of the 
fair sacrifices, her theme appearing in a contrapuntal tangle with the alleged 
themes of the Don’s gallantry and the Don’s longing. 

Still, granted Strauss s intention to depict Lenau’s libertine in his true colors 
and given his ability to turn the trick, the Tone Poem undoubtedly pictures a 
sequence of acute emotional states. These range from fierce longing and high 
exultation to fits of dejection and raw disgust. No one can take the last notes 
as anything but a final helpless sigh of bleak resignation. 

B. 


Tone Poem, "Tod und Verklarung” ("Death and Trans¬ 
figuration”), Op. 24 

Tms is the third of Richard Strauss’s compositions in the form of a tone poem. 
Begun in Munich in 1888, it was finished the following year. The composer 
himself conducted the world premiere, which took place on June 21 , 1890, in 
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Eisenach at the fifth concert of the Twenty-seventh Musicians’ Convention of 
the Allgemeiner Deutscher Musikverein. 

A year before the premiere in Eisenach, Strauss played the whole tone poem 
on the piano for Hans von Biilow, who became an early admirer and champion 
of the daring young innovator. Biilow and Strauss were then living in W eimar 
From there Biilow wrote his wife on Nov. 13, 1889: 

Strauss is enormously beloved here. His Don Juan the evening before last had a 
wholly unheard-of success. Yesterday morning Spit 2 weg the JMunich music pub¬ 
lisher] and I were at his house to hear his new symphonic poem Tod und Ver\- 
larung which has again inspired me with great confidence in his development. 
It is a very important work in spite of sundry poor passages, and it is also 
refreshing. 

At the Einsenach premiere the program book carried an anonymous poem 
suggesting the emotional and narrative content o£ Strauss’s music. The poet’s 
identity was later revealed—Alexander Ritter, a kind o£ intellectual coach of 
the young Strauss. Ritter, said Strauss, was exceptionally well read in all the 
philosophers, ancient and modern, and a man of the highest culture. His 
influence was in the nature of a storm wind. He urged me to the development 
of the poetic, the expressive, in music, as exemplified in the works of Liszt, 
Wagner, and Berlioz.” 

Rightly regarded as the aptest description of the tone poem, the poem was 
later amplified by Ritter and printed on a flyleaf of the score. For those who 
prefer a step-by-step guide to “program music,” Ritter’s verses offer the likeliest 
clues. The poem runs as follows in the sensitive prose translation of William 
Foster Apthorp which is now standard: 

In the necessitous litde room, dimly lighted by only a candle end, lies the sick 
man on his bed. But just now he has wresded despairingly with Death. Now he 
has sunk exhausted into sleep, and thou hearest only the soft ticking of the clock on 
the wall in the room, whose awful silence gives a foreboding of the nearness of 
Death. Over the sick man s pale features plays a sad smile. Dreams he, on the 
boundary of life, of the golden time of childhood? 

But Death does not long grant sleep and dreams to his victim. Cruelly he shakes 
him awake, and the fight begins afresh. Will to live and power of Death! What 
frightful westling! Neither bears off the victory, and all is silent once more! 

Sunk back tired of battle, sleepless, as in fever frenzy the sick man now sees his 
life pass before his inner eye, trait by trait and scene by scene. First the morning red 
of childhood, shining bright in pure innocence! Then the youth’s saucier play- 
exerting and trying his strength—till he ripens to the man’s ’fight, and now burns 
with hot lust after the higher prizes of life. The one high purpose that has led him 
through life was to shape all he saw transfigured into a still more transfigured form. 
Cold and sneering, the world sets barrier upon barrier in the way of his achievement 
If he thinks himself near his goal, a “Halt!” thunders in his ear. “Make the barrier 
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h 2 ; lrr T EVe l bgher ! nd ° nWard g ° ! ” And 50 he P ushes forward, so he climbs, 
veaSnr h fr Tn hlS P ur P ose - What he has ever sought with his heart’s deepest 

yearning, he still seeks in his death sweat. Seeks—alas! and finds it never. Whether 

he comprehends it more clearly or that it grows upon him gradually, he can yet 
never exhaust it, cannot complete it in his spirit. Then clangs the Lt stroked 

^id^ mmCr ’ bredCS thC eafthly b ° dy in ^ ain ’ C0VerS the eye with the 

B ut from the heavenly spaces sounds mightily to greet him what he yearningly 
sought for here: deliverance from the world, transfiguration of the world 

w .’ lh ? J° n ? P ° C ™’ dedicated to Friedrich Rosch, composer and author, is 
°red for three flutes, two oboes, English horn, two clarinets, bass clarinet, 
wo bassoons double-bassoon, four horns, three trumpets, three trombones, 
tuba, a set of three kettledrums, two harps, gong, and the usual strings. 

So discerning an enthusiast of Strauss’s music as the late Romain Rolland 
found 1 od und Verhlarung not only one of the “most moving works of Strauss, 
but the one constructed with the noblest unity.” The tone poem falls into four 
snugly linked sections: I. Largo (Sleep, Illness, and Reverie); II. Allegro molto 
agitato (Fever and Struggle with Death); III. Meno mosso, ma sempre alia 
breve (Dreams, Childhood Memories, and Death); IV. Moderate (Trans¬ 
figuration). v 

Strauss’s inimitable powers of characterization have inspired reams of eulogy 
from musicians and musicologists. Daniel Gregory Mason wrote, in 1916: 

Superlatives are dangerous, but probably no other musician has ever carried to 
such a point the power of music to depict, or at least, to suggest, varieties of char¬ 
acter, both in human beings and in inanimate objects. Strauss’s reported remark that 
music was becoming so definite that we should soon be able to portray a tablespoon 
so unmistakably that it could be told from the rest of the silverware is probably an 
instance of his sardonic delight in hoaxing the public. 

But if anyone is going to subject the art of tones to this curious test, we are all 
agreed, doubtless, that it should be Strauss himself. Meanwhile, failing a tablespoon, 
we have a sufficiently varied collection of portraits in his gallery, each sketched with 
a Sargent-like penetration. 

L.B. 


Tone Poem, "Also Sprach Zarathustra” ("Thus Spake 
Zarathustra”), Op. 30 

The idea was current for a time, following the first performance of this work, 
mat Strauss had set Friedrich Nietzsche’s philosophical prose poem to music. 
That, as we might imagine, was the contention of a group unalterably opposed 
to program music. However, we have the word of the composer himself that 
such were not his intentions. When the work had its premiere at Frankfort- 
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am-Main, on Nov. 27, 1896, Strauss made the statement, “I did not intend to 
write philosophical music or to portray Nietzsche’s great work musically. I 
meant to convey by means of music an idea of the development of the human 
race from its origin, through the various phases of development, religious as 
well as scientific, up to Nietzsche’s idea of the Superman.” 

Even such a program-music-maker as Strauss could find the story of the 
human race a trifle outside of symphonic scope. 

Be that as it may, a quotation from Zarathustra’s introductory speech in 
Nietzsche’s book is utilized by the composer as a preface to his subject, rather 
than to the music: 

Having attained the age of thirty, Zarathustra left his home and went into the 
mountains. There he rejoiced in his spirit and his loneliness, and for ten years did 
not grow weary of it. But at last his heart turned—one morning he got up with the 
dawn, stepped into the presence of the Sun and thus spake unto him: “Thou great 
star! What could be thy happiness, were it not for those for whom thou shinest? 

“For ten years thou hast come up here to my cave. Thou wouldst have got sick 
of thy light and thy journey, but for me, mine eagle and my serpent. But we waited 
for thee every morning, and, receiving from thee thine abundance, bless thee for it! 
Lo! I am weary of my wisdom, like the bee that hath collected too much honey; 
I need hands reaching out for it. I would fain grant and distribute until the wise 
among men could once more enjoy their folly, and the poor once more their riches, 
For that end I must descend to the depth; as thou dost at even, when, sinking 
behind the sea, thou givest light to the lower regions, thou resplendent star! I must, 
like thee, go down, as men say—men to whom I would descend. Then bless me, 
thou impassive eye, that canst look without envy even upon over-much happiness. 
Bless the cup which is about to overflow, so that the water, golden flowing out of it, 
may carry everywhere the reflection of thy rapture. Lo! this cup is about to empty 
itself again, and Zarathustra will once more become a man.”—Thus Zarathustra’s 
going down began. 

After a simple introduction, which brings forward a trumpet call, there is 
an impressive orchestral climax. On the score, immediately following this, is 
the title, “Von den Hinterweltern” (“Of the Dwellers in the Rear World”). 
These would be seekers after consolation in religion, as Zarathustra himself 
had once been. 

Von der grossen Sehnsucht” (“Of the Great Yearning”) is the next tide. 
There is an ascending passage in B minor for cellos and bassoons (tremolo in 
the double basses). 

With “Von den Freuden und Leidenschaften” (“Of Joys and Passions”) 
there comes a doleful cantilena for second violins, oboes, and horn. 

“Grabbed” (“Grave Song”) is a section in which the oboe intones an air 
derived from the preceding motive. 

“Von der Wissenschaft” (“Of Science”) introduces a fugal sequence, (re- 
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lated to the very first theme) which is played by the cellos and double basses. 
er ^ e ^ s ^ de ” (“The Convalescent”) comprises a section for strings, 
anz le ( Dance Song ) is indicative o£ “the song sung by Zarathustra 

the^ood^w* t ^ le ^ ancec ^ to gether.” It begins with trill passages in 

Nachtwanderlied” (“Song of the Night Wanderer,” which Nietzsche later 
changed to The Drunken Song”). A fortissimo clap of the bell, which then 
sounds twelve times. 


The work s conclusion mystified many in the early days of polytonality, 

k-i r t US u aS the hi & her wood winds and violins playing in B minor, 
while the basses go on imperturbably in C. The composer has given no 

explanation of this ending, though some have suggested that here Zarathustra 
discovers Me to be as much a mystery as it had ever been. This, however, is 
merely conjecture. 


Ah° Sprach Zarathustra is scored for piccolo, three flutes (one interchange¬ 
able with a second piccolo), three oboes, English horn, two clarinets in B flat, 
clarinet in E flat, bass clarinet, three bassoons, double bassoon, six horns, four 
trumpets, three trombones, two tubas, tympani, bass drum, cymbals, triangle, 
glockenspiel, low bell in E, two harps, organ, sixteen first violins, sixteen 
second violins, twelve violas, twelve cellos, eight basses. 

' R. C. B. 


Tone Poem, "Ein Heldenleben” ("A Hero’s Life”), Op. 40 

Begun in Munich, in August, 1898, this work was completed at Charlotten- 
burg in December of the same year. It was given its first performance at the 
eleventh concert of the Museumsgesellschaft, Frankfurt-am-Main, on Mar. 3, 
1899, the composer conducting from manuscript, and Alfred Hess playing the 
violin solo. Bin Heldenleben was first heard in this country in Chicago, when 
the Chicago Symphony performed it under the direction of Theodore Thomas 
on Mar. 10, 1900. And it was the Philharmonic Society which gave the work 
its initial New York hearing, Emil Paur conducting, on Dec. 8, 1900, when 
the orchestra numbered 125 players. 

Strauss himself has declared that Ein Heldenleben was written as a com¬ 
panion work to his Don Quixote , Op. 34. In that work he had “sketched the 
tragicomic figure of the Spanish Knight whose vain search after heroism 
leads him to insanity.” In A Hero's Life he presents: 

Not a single poetical or historical figure, but rather a more general and free ideal 
of great and manly heroism—not the heroism to which one can apply an everyday 
standard of valor, with its material and exterior rewards, but that heroism which 
describes the inward battle of life, and which aspires through effort and renunciation 
towards the elevation of the soul. 
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Probably Friedrich Rosch’s is the longest o£ the composition’s numert 
“amplifications by sympathetic” analysts. It contains, all told, seventy them; 
illustrations, in addition to a descriptive poem by Eberhard Konig. Yet Rom; 
Rolland quotes Strauss, “There is no need of a program. It is enough 
know there is a hero fighting his enemies.” In any case,* Ein Heldenleben 
in six sections, played without pause. 

I. The Hero 

II. The Hero’s Adversaries 

III. The Hero’s Helpmate 

IV. The Hero’s Battlefield 

V. The Hero’s Works of Peace 

VI. The Hero’s Release from the World—Conclusion 

Rosch’s explanation is in two parts; the first concerned with the sequer 
of poetic ideas, the second with the purely technical aspects. 

The poetic ideas he groups as follows: 

I. The Hero (first section) 

II. The World that enters in opposition to the Hero (second section) 

(a) The Foes of the Hero (second section) 

(b) The Helpmate o£ the Hero (third section) 

III. The Life-Work of the Hero 

(a) The Batdefield of the Hero (fourth section) 

(b) The Hero’s Works of Peace (fifth section) 

IV. The Hero’s Escape from the World, and the Completion, the Co 
elusion of the whole matter (sixth section). 

The technical division is: 

I. Introductory clause (introduction of themes). 

(a) Group of chief themes of the whole work (section I) 

(b) Group of chief contrasting themes (sections II and III) 

II. Intermediate sentence (thematic development). Working up of tfc 
themes from the preceding introduction; and there is a subordimt 
clause with themes which are new in part (sections IV and V). 

III. Concluding clause (coda). Short development and repetition of earlie 
themes. 

I. “The Hero.” Typifying the Hero is the chief theme, “the whole ai 
noble man, ’ as it is announced by the horns, violas and cellos, with the violin! 
soon participating in the exposition. The theme allegedly contains four sub- 
motives which illustrate his will power and self-confidence. With the entrance 
of further thematic material, showing his emotional side, his pride, etc., & 
portrait is completed. The section closes brilliantly, as the main theme roan 
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out of the brass. “A pause is made on a dominant seventh: ‘What has the 
world in store for the young dreamer?’” 

II. The Hero’s Adversaries.” Here the composer is said to depict the ever¬ 
present sneerers, the jealous, petty critics who “mock and snarl,” through the 
flute and oboe. Some half-dozen themes represent the belittlers. Again the 
Heros theme enters, this time in the minor, and his surprise and confusion at 
the onset of derision are shown by a “timid, writhing figure.” However, the 

m m C «m? Ca u S t l lat Hs enemies *** temporarily, at least, shaken off. 

II. The Hero s Helpmate.” The solo violin speaks for the loved one, who 
seems to be coy, at first, and not altogether favorable to the Hero’s suit. She 
displays still other characteristics, whose import may be gathered from the 
score s expression markings, such as, “hypocritically gushingly,” “gaily,” “friv¬ 
olously, ^ tenderly,” “somewhat sentimentally,” “very sharply,” “playfully,” 
amiably, furiously,” “suddenly quiet again and very feelingly,” “in a 
rage, quickly scolding,” “tenderly and lovingly.” All lead, however, to a 
rhapsodic love duet, though toward its conclusions there are echoing of the 
contemptuous phrases. From behind the scenes comes a fanfare by three 
trumpets—the call to battle. 


-j V VI. 'j ^ er °' S Batt kfield.” The section begins with a loud battery of 
side drums. The theme of the adversaries is flung out by a blaring trumpet, 
and this music soon becomes pitted against the themes of the Hero and the 
Heroine. The raging contention has been described by Romain Rolland as 
the most splendid batde that has ever been painted in music.” At last, triumph 

and a song of victory. But the world looks upon the Hero “with indifferent 
eyes. 


V. The Hero’s Works of Peace.” The development of the Hero’s soul is 
the subject of this section. Revealingly, Strauss incorporates fragments from 
well-known compositions of his to illustrate the point. There are quotations 
Juan, Also Sprach Zarathustra, Tod und Ver\larung t Don Quixote, 
Till Eulenspiegel, and Guntram, besides an excerpt from his Lied Traum 

durch die Dammerung. But the scoffers are by no means stilled, as citations 
of their themes show. 


VI. The Heros Release from the World—Conclusion.” After some min ute 
of raging opposition against the stupid pedantry, the Hero finds an inner 
repose. Now he has truly conquered, for in the struggle he has also conquered 
his own contradictions. The theme of the loved one is heard again and, 
finally, with one more utterance of his theme—sonorous and impressive—he 
breathes his last. The end is peaceful, solemn, as might be the music of 
funeral rites. 


K.C. B. 
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Rondo, “Till EulenspiegePs Merry Pranks,” Op. 28 

Completed in May 1895, published in September of the same year and per- 
formed for the first time on Nov. 5, this work is based on the mad career of 
Till Eulenspiegel, hero of an old Vol\sbuch attributed to Dr. Thomas Murner 
(14754530). The composer slyly refrained from giving any explanation of his 
music other than to say: 

It is impossible for me to furnish a program to Eulenspiegel; were I to put into 
words the thoughts which its several incidents suggest to me, they would seldom 
suffice, and might give rise to offense. Let me leave it, therefore, to my hearers to 
crack the hard nut which the Rogue has prepared for them. By way of helping 
them to a better understanding, it seems sufficient to point out the two “Eulen¬ 
spiegel” motives, which, in the most manifold disguises, moods, and situations, 
pervade the whole up to the catastrophe, when, after he has been condemned to 
death, Till is strung to the gibbet. For the rest, let them guess at the musical joke 
which a Rogue has offered them. 

The Till of Dr. Murner’s Vol\sbuch is an itinerant mechanic of Brunswick, 
who is, at the same time, a clownish imp of the perverse. His practical—and 
impractical—jokes run all the way from medieval “hot foots” to who knows 
what else, and'the most perverse thing about it all is that he always “prevails.” 
In the book, Till even escapes the gallows and breathes his peaceful last in 
bed, having first worked another of his tricks on his heirs. 

If Strauss, studiedly or waggishly, avoided supplying a program, there has 
been no lack of volunteers to do it for him. An exhaustive—and, possibly, 
exhausting—one is credited to Wilhelm Klatte, who delivered himself of a 
detailed explanation of the story behind the music in an article which ap¬ 
peared in the Allgemeine Mu$i\-Zeitung three days after the world premiere 
of the piece. A translation by C. A. Barry follows: 

A strong sense of German folk feeling pervades the whole work; the source from 
which the tone poet drew his inspiration is clearly indicated in the introductory 
bars. ... To some extent this stands for the “once upon a time” of the storybooks. 
That what follows is not to be treated in the pleasant and agreeable manner of 
narrative poetry, but in a more sturdy fashion, is at once made apparent by a char¬ 
acteristic bassoon figure which breaks in sforzato upon the piano of the strings. Of 
equal importance for the development of the piece is the immediately following 
humorous horn theme. . . . Beginning quiedy and gradually becoming more lively, 
it is at first heard against a tremolo of the “divided” violins and then again in the 
tempo primo. ... 

Here he [Till] is (clarinet phrase followed by chord for wind instruments), He, 
wanders through the land as a thoroughgoing adventurer. His clothes are tattered { 
and torn: a queer, fragmentary version of the Eulenspiegel motive resounds from ; 
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the horns. Following a merry play with this important leading motive, which 
directly leads to a short but brilliant tutti, in which it again asserts itself, first in the 
flutes, and then finally merges into a softly murmuring and extended tremolo for the 
violas, this same motive, gracefully phrased, reappears in succession in the basses, 
flute, first violins, and again in the basses. The rogue, putting on his best manners, 
slyly passes through the gate, and enters a certain city. It is market day; the women 
sit at their stalls and prattle (flutes, oboes, and clarinets). Hop! Eulenspiegel springs 
on his horse (indicated by rapid triplets extending through three measures, from 
the low D of the bass clarinet to the highest A of the D clarinet), gives a smack of 
his whip, and rides into the midst of the crowd. Clink, clash, clatter! A confused 
sound of broken pots and pans, and the market women are put to flight. In haste 
the rascal rides away (as is admirably illustrated by a fortissimo passage for the 
trombones) and secures a safe retreat. 

This was his first merry prank; a second follows immediately. . . . Eulenspiegel 
has put on the vestments of a priest and assumes a very unctuous mien. Though 
posing as a preacher of morals, the rogue peeps out from the folds of his mantle 
(the Eulenspiegel motive on the clarinet points to the imposture). He fears for the 
success of his scheme. A figure played by muted violins, horns, and trumpets makes 
it plain that he does not feel comfortable in his borrowed plumes. 

t But soon makes up his mind. Away with all scruples! He tears them off (solo, 
violin, glissando). 

Again the Eulenspiegel theme is brought forward in the previous lively tempo, 
6/8, but is now subtly metamorphosed and chivalrously colored. Eulenspiegel has 
become a Don Juan, and he waylays pretty women. And one has bewitched him: 
Eulenspiegel is in love. Hear how now, glowing with love, the violins, clarinets, 
and flutes sing. But in vain. His advances are received with derision, and he goes 
away in a rage. How can one treat him so slightingly? Is he not a splendid fellow? 
Vengeance on the whole human racel 

He gives vent to his rage (in a fortissimo of horns in unison followed by a pause), 
and strange personages suddenly draw near (cellos). A troop of honest, worthy 

Philistines! 

In an instant all his anger is forgotten. But it is still his chief joy to make fun of 
these lords and protectors of blameless decorum, to mock them, as is apparent from 
the lively and accentuated fragments of the theme, sounded at the beginning by the 
horn, which are now heard first from horns, violins, cellos, and then from trumpets, 
oboes, and flutes. Now that Eulenspiegel has had his joke, he goes away and leaves 
the professors and doctors behind in thoughtful meditation. Fragments of the typical 
theme of the Philistines are here treated canonically. . . * 

If we take a formal view, we have now reached the repetition of the chief theme. 
A merry jester, a born liar, Eulenspiegel goes wherever he can succeed with a hoax. 
His insolence knows no bounds. Alas! there is a sudden jolt to his wanton humor. 
The drum rolls a hollow roll; the jailer drags the rascally prisoner into the criminal 
court* The verdict “guilty” is thundered against the brazen-faced knave. 

The Eulenspiegel theme replies calmly to the threatening chords of wind and 
lower strings, Eulenspiegel lies. Again the threatening tones resound; but Eulen- 
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spiegel does not confess his guilt. On the contrary, he lies for the third time. Hi 
jig is up. Fear seizes him. The hypocrisy motive is sounded piteously; the fata 
moment draws near; his hour has struck! The descending leap of a minor seventl 
in bassoons, horns, trombones, tuba, betokens his death. He has danced in air. A las 
struggle (flutes), and his soul takes flight. 

After sad, tremulous pizzicato of the strings the epilogue begins. At first it i 
almost identical with the introductory measures, which are repeated in full; the: 
the most essential parts of the second and third chief-theme passages appear, an< 
finally merge into the soft chord of the sixth on A flat, while wood winds and violin 
sustain. Eulenspiegel has become a legendary character. The people tell their tale 
about him: “Once upon a time. . . But that he was a merry rogue and a rea 
devil of a fellow seems to be expressed by the final eight measures, full orchestra 
fortissimo. 

R. c. B. 


"Don Quixote 55 (Introduction, Theme with Variations an< 
Finale), Fantastic Variations on a Theme of Knightl] 
Character, Op. 3 5 

The celebrated hero of Cervantes has had his share of musical interpretation 
Operas, both serious and comic, have been written about him, and the syn 
phonic literature has been enriched—Philip Hale thought not altogether—b 
this “virtuoso tone poem” of Richard Strauss. 

Composed at Munich in 1897, Don Quixote was given its first performanc 
at a Gurzenich Concert, Cologne, on Mar. 8, 1898. On that occasion it wa 
played from manuscript. Franz Wullner was the conductor. The compose 
conducted the work at a concert of the Frankfort Museumgesellschaft tei 
days later. 

The composition, dedicated to Joseph Dupont, calls for piccolo, two flute: 
two oboes, English horn, two clarinets, bass clarinet, three bassoons, doubl 
bassoon, six horns, three trumpets, three trombones, tenor tuba, bass tuh 
kettledrums, snare drum, bass drum, cymbals, triangle, tambourine, win 
machine, harp, sixteen first violins, sixteen second violins, twelve violas, tej 
cellos, and eight double basses. In addition, Don Quixote is represented by 
solo cello, and his squire, Sancho Panza, mostly by a solo viola, after brie 
mentions in the bass clarinet and the tenor tuba. 

Don Quixote , which came between two other tone poems, Also Sprae 
Zarathustra , Op. 30 (1896), and Ein Heldenleben, Op. 40 (1898), is a program 
piece without an actual program supplied by the composer. At least, the scor 
itself is not provided with one. Yet the work has had explanations withou 
end, among them being one by Arthur Hahn which is remarkable both fo 
its length—twenty-seven printed pages—and its fancifulness. He declares, fo 
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instance, that certain curious harmonies found in what is in reality .a simple 
passage of the introduction “characterize admirably the well-known tendency 
of Don Quixote toward false conclusions.” 

On the other hand. Max Steinitzer, in his biography of Richard Strauss, 
reports that the piece is quite acceptable as absolute music, with the exception 
of several unimportant details. And he says, further: 

The introduction begins immediately with the hero’s motive and pictures with 
constantly increasing liveliness by other themes of knightly and gallant character 
life as it is mirrored in writings from the beginning of the seventeenth century. 
“Don Quixote, busied in reading romances of chivalry, loses his reason—and 
determines to go through the world as a wandering knight.” 

The following program of Don Quixote is derived from an explanation 
accompanying the two-piano arrangement. The Introduction, ten Variations, 
and Finale are played without pause. 

Introduction (Moderate, D major, 4/4). The elderly hero’s fancy teems with the 
“impossible follies” of the romantic works he has been reading. He goes mad (as 
exemplified in the music by a piercing discord, on the heels of a harp glissando) 
and in his madness he vows that he will become a knight-errant. 

'fheme: Don Quixote, tint Knight; of the Rueful Countenance; Sancho Panza 
(Moderato, D minor, 4/4). Here the theme of the hero is announced by the solo 
cello. Sancho Panza s theme emerges first in the bass clarinet, then in the tenor tuba; 
later, however, it is always given to the solo viola. 

VARIATION I 

“The Knight and Ills Squire Start; on Their Journey” (In a leisurely manner, 
I) minor, 12/8). Inspired by the beautiful Dulcinea of Toboso, the Knight attacks 
some "monstrous giants,” who are nothing more than windmills revolving in the 
breeze. The sails knock him down, and he is in a “very evil plight.” 

VARIATION II 

"The Victorious Rattle against the Host of the Great Emperor Alifanfaron” 
(Watlike, D major, 4/4). A huge army approaches in a swirling cloud of dust. It is 
a great herd of sheep, but the Knight’s tottering mind perceives the flashing weapons 
of soliliny. He rushes in to the charge, unmindful of Sancho’s warnings, and the 
muted brass depicts the pitiful bleating of the animals. The Knight is stoned by the 
shepherds* and he falls to the ground. 

VARIATION III 

"Colloquies of Knight and Squire” (Moderate, D major, 4/4). Honor, glory, the 
Ideal Woman, these are the things Don Quixote speaks on. Sancho, the realist, holds 
forth for a more comfortable life, hut he is ordered to hold his tongue. 
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VARIATION IV 

“The Adventure with the Penitents” (Somewhat broader, D minor, 4/ 
Mistaking a band of pilgrims for robbers and villains, Don Quixote attacks, oi 
to receive a souncl drubbing from them. The pilgrims depart, intoning their churcl 
theme, and the senseless Knight revives to the great delight of Sancho, who sc 
falls asleep. 

VARIATION V 

“The Knight's Vigil” (Very slow, D minor, 4/4). Don Quixote spurns sle 
He will watch by his armor, instead. Dulcinea, in answer to his prayers, comes 
him in a vision, as the theme of the Ideal Woman is heard in the horn. There i 
cadenza for harp and violins followed by a rhapsodic passage. 

VARIATION VI 

“The Meeting with Dulcinea” (G major, 2/4, 3/4). Jestingly, Sancho points 
a country wench as Dulcinea. There are words between Knight and Squire; 
former will not believe it, the latter swears it is so. Don Quixote then vows \ 
geance against the wicked magician who has wrought the transformation. 

VARIATION VII 

“The Ride through the Air” (A little quieter than before, D minor, 8/ 
Blindfolded, Knight and Squire sit astride a wooden horse, which—they have b 
informed—will carry them aloft. Their themes surge upward and one hears 
whisding of the wind about them through the chromatic flute passages, the m 
for the harp, a drum roll, and the whine of the wind machine. However, the j 
sistent tremolo on D in the double basses and kettledrums tells the listener that 
wooden horse has never left the ground. 

VARIATION VIII 

“The Journey in the Enchanted Park.” An oarless boat lying idle on a banl 
the Ebro is the conveyance by which Don Quixote may speed to the rescue of s< 
important dignitary. He and Sancho embark, as the typical theme of the Kn 
comes through in a barcarolle. Though the boat capsizes, the two finally reach si 
and give thanks for their safety. 


VARIATION IX 

“The Combat with Two Magicians” (Quickly and stormily, D minor, 4, 
Back on his horse and eager as ever for adventure, Don Quixote violently cha 
into a peaceable pair of monks, who are going by on their mules. In his maddt 
brain the monks are mighty magicians, and the Don is elated beyond measure ^ 
their utter rout. 
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VARIATION X 

(Much broader, D minor, 4/4). The greatest setback of his knightly career is 
suffered by the Don at the hands of the Knight of the White Moon, who is, after all, 
a true friend. He explains that he hoped to cure Don Quixote of his madness and, 
having won the duel, orders him to retire peacefully to his home for a year, “so 
nothing more were required of him in prejudice of his fair Dulcinea” 

FINALE 

“The Death of Don Quixote’ 1 (Very peacefully, D major, 4/4). The worn and 
harried Knight is no longer bemused. The solo cello expresses his new understanding 
of the state of things, as he recalls his useless aims and empty maneuvers. It was all 
vanity, he reflects, and he is prepared, now, for the peace that is death. 

R. C. B. 


"Symphonia Domestica,” Op. 53 

Introduction. Scherzo. Cradle Song and Adagio. Finale: Double Fugue. 

This work obtained its premiere in Carnegie Hall on Mar. 21, 1904, the 
composer conducting. The event was the fourth and last concert of a Richard 
Strauss Festival (the orchestra was Hans Hermann Wetzler’s) which did not 
prove to be too successful a venture, either artistically or financially. In fact, 
the press was hostile enough to unruffle Strauss himself, though none of the 
critics’ vitriol was particularly hurled at him. It seems that Wetzler’s orchestra 
broke clown on a previous evening during a performance of Don Quixote, 
not an inspiring memory for a conductor, especially one about to premiere 
a new composition of his. 

As always with Strauss, he rejected all suggestions about supplying a pro¬ 
gram for the piece. In an article by Richard Aldrich, which appeared in the 
Mew Yor^ Times of Mar. 6, 1904, the composer’s idea about literary programs 
were set clown. Aldrich said: 

I Ic wishes k to he taken as music, for what it is, and not as the elaboration of the 
specific details of’ a scheme of things. The Symphony, he declares, is sufficiently 
explained hy its title and is to he listened to as the symphonic development of its 
themes. It is of interest to quote the title as he wishes it to stand. It is Symphonies 
Domestica ("meincr lichen Frau uni unserm Jungen gewidmet "), Op. 53, which is, 
interpreted. Domestic Symphony dedicated to my dear Wife and our Boy, Op. 53. 
It Iicars the descriptive .subtitle In einen Satze und drei Unterabteilungen: (a) Ein- 
leitung mid Scherzo; (b) Adagio; (c) Doppelfuge und Finale. [In one movement 
and three subdivisions: (a) Introduction and Scherzo; (b) Adagio; (c) Double 
Fugue and Finale.] 
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It is highly significant that the composer desires these movements to be lister 
to as the three movements of a composition, substantially, as he declares, in the i 
symphonic form. He believes, and has expressed his belief, that the anxious sea 
on the part of the public for the exactly corresponding passages in die music ; 
the program, the guessing as to the significance of this or that, the distract 
following a train of thought exterior to the music, are destructive to the mus 
enjoyment. Hence he has forbidden the publication of any description of what 

sought to express till after the concert. ... 1 i 

“This time” says Dr. Strauss, “I wish my music to be listened to purely as mu: 

If literary programs were taboo at the premieres of Strauss’s works, t 
certainly were not at later performances. Usually they turn out to be extra 
ones, as witness that of Till Eulenspiegel. This is not less true of the Symph 
Domestica, which has been accorded such honors generously. 

Two days before the English premiere (Feb. 25, 1905) the London L 
News had this about the Symphony: 

In accordance with his custom the composer has not put forward a del 
program of his own, but, with some inconsistency, he has allowed a descriptu 
be made public, with some inconsistency, because he has declared that he wishf 
music to be listened to as if it meant nothing in particular if the hearer fee s 
comfortable in ignoring the program. The only indications given are in the 
headings to the separate sections of the Symphony. 

The official description of the Symphony (an analysis was prepare 
Alfred Kalisch and Percy Pitt) runs as follows: 

The Symphony continues without a break, but has four well-defined sectioi 

1. Introduction 

2. Scherzo 

3. Cradle Song and Adagio 

4. Finale: Double Fugue 


The Symphony is concerned with three main themes, that of the husband, t 
the wife, and that of the child. The “husband” theme is divided into three se 
the first of which is marked gemachlich (easygoing or deliberate), the 
sinnend (meditative), and the third feurig (fiery). The first section o£ the 
phony, the introduction, is devoted to an exposition and treatment of the 
themes, or groups of themes, its most striking feature being the introduction 
“child” theme on the oboe d’amore, an instrument which has practically fall 
of use. The composer himself has spoken of this theme as being of almost I 

esque simplicity.” . i 

On this follows a very characteristic passage, which has been interpreted as 
sen t in g the child in his bath. The scherzo bears the headings: Kltern^ 
Kindliche Spiele” (“Parents’ Happiness—The Child at Play”). Its chief tl 
the “child” theme in a new rhythm. At its end the music suggestive of tl 
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recurs, and the clock strikes seven. We then come to the lullaby, where we have 
another version of the “child” theme. 

The subheadings of the Adagio are “Schaffen und Schauen—Liebesscene!— 
Traume und Sorgen” (“Doing and Thinking—Love Scene—Dreams and Cares”). 
This elaborate section introduces no new themes of any importance and is really 
a symphonic slow movement of great polyphonic elaboration and superlatively rich 
orchestral color. The gradual awakening of the family is next depicted by a change 
in the character of the music, which becomes more and more restless, the use of 
rhythmical variants being very ingenious; and then there is another reference to the 
bath music, and the glockenspiel indicates that it is 7 a.m. 

In this way we reach the final Fugue. The principal subject of this is also a new 4 
variation of the “child” theme. Its subtitle is “Lustiger Streit—Frohlicher Beschluss” 
(“Merry Argument,—Happy Conclusion”), the subject of the dispute between father 
and mother being the future of the son. The Fugue (the chief subject of which is 
another variant of the “child” theme) is carried on with unflagging spirit and humor 
and great variety of orchestration, the introduction of the four saxophones adding 
fresh colors to the score. 

As the Fugue proceeds, the “child” theme gradually becomes more and more 
prominent and finally seems to dominate the whole score. Some new themes, all 
more or less akin to it, and all in the nature of folk tunes, are introduced. The father 
and mother, however, soon assume their former importance, and the whole ends 
with grout spirit; and in the highest good humor, with an emphatic reassertion of 
the “husband” theme with which it began, suggesting that the father had the last 
word in the argument. 

It must he pointed out that in the published score the “husband” theme 
(its second section) is marked traumerisch, instead of sinnend, as explained 
above. Furthermore, following the traumerisch excerpt, is a short phrase for 
three clarinets and bass clarinet marked by the composer murrisch (morose, 
ill-tempered). 

The Symphonia Domestica is scored for piccolo, three flutes, two oboes, 
oboe d’amore, Knglish horn, clarinet in D, clarinet in A, two clarinets in 
B flat, bass clarinet, four bassoons, double-bassoon, eight horns, four trumpets, 
three trombones, bass tuba, four saxophones (ad libitum ), four kettledrums, 
bass drum, cymbals, triangle, tambourine, glockenspiel, two harps, sixteen 
first violins, sixteen second violins, twelve violas, ten cellos, eight double basses. 

The oboe d’amore, invented circa 1720 and much employed by Bach, is 
pitched a minor third below the oboe. In quality its tone lies between the 
oboe and the Knglish horn. Regarding the four saxophones mentioned in the 
orchestration, Strauss suggests that they be used “only in cases of extreme 
necessity.” 


K.C. B. 
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"Burleske” for Piano and Orchestra in D minor 

In 1885, Strauss took a position as assistant to Hans von Billow, who 
then the conductor of the orchestra at Meiningen. It has been observed 
Billow’s extraordinary admiration of Brahms’s works had its collateral ( 
00 die impressionable young Strauss. In fact, certain Brahmsian influi 
are not to be denied the music of Burleske. 

Be that as it may, the piece, presented to Billow in the winter of 188 
appraisal, naturally with the hope that he might find some opportuni 
perform it, was rejected by him with the terse declaration it is unplays 
Oddly, Strauss himself had some misgivings about it, for, after giving 
rehearsal reading or two, he slipped it into a portfolio, accompanying the 
with the comment, “sheer nonsense.” 

Pour years later, though, it was fished out of its hiding place and p 
for the first time at a concert in the town theater of Eisenach (June 21,1 
The solo pianist was Eugen d’Albert, to whom the piece is dedicated 
conductor, Strauss. The occasion was the twenty-seventh annual musical 
val of the Allgemeiner Deutscher Musikverein. 

The publisher Hainauer, who attended the premiere, manifested a 
interest in the number, and he made its composer a flattering offer i 
But Strauss, still doubtful of its worth, wrote to his friend Alexander 1 
“I really need the money. What shall I do? It goes against me to p 
publication of a work which I have left far behind, and to which I c 
give my approval.” 

Strauss did know what to do, however, for he did not accede to Haic 
request, at least, not until four years had passed, in all, eight years aft 
composition of Burleske. 

Billow’s later devotion to Strauss’s compositions contrasted curiously 
an early judgment made before their association at Meiningen. A pul 
named Spitzweg, who had brought out several pieces of the youthful S 
sent Biilow a few more. The latter wrote back, Piano pieces by R. Str 
thoroughly displeased me. Immature and precocious. Compared witl 
Lachner had the imagination of a Chopin. I miss all the youthfulness 
invention. Not a genius, I am thoroughly convinced, but at most a talei 
requires sixty to make a bushel.” ^ 













Igor Stravinsky 

born: oranienraum, Russia, June 17* 1882. 

The critics have always misunderstood me. They say that I revived 
in “Oedipus” the old-time oratorio . As a matter of fact, l never loo\ 
backward. “Oedipus” was no deviation in my forward path, but 
another step on the way I began with “Petrouch\a.” In everyday life 
we choose our garments to fit the occasion, though our personality is 
the same whether we wear a dress suit or pajamas . The same applies 
to art . I garb my ideas in robes to fit the subject , but do not change 
my personality .— Igor Stravinsky. 

“Feu d 5 Artifice 55 (“Fireworks 55 ), A Fantasy for Orchestra, 
Op. 4 

Two Russians —each a genius and innovator in his field—played a significant 
role in the early career of Igor Stravinsky. One was Serge Diaghileff, the 
other Nikolas Rimsky-Korsakoff. To Diaghileff, Stravinsky owed his initiation 
into the world of modern art and ballet. From that patron of the arts and 
apostle of the dance came the incentive for such scores as The Firebird, 
Petrouch\a, and Le Sucre du Printemps, the incentive that helped the young 
Stravinsky find himself as a composer with something of his own to say. 

The influence of Rimsky-Korsakoff was perhaps even more crucial, because 
it came earlier. Stravinsky first met him in 1902 at a time of indecision. As a 
student he was wavering between law and music. Rimsky heard the ebullient 
youth play some of his piano music—callow, eclectic, irresolute music, to be 
sure, but music that threw off hints of power and originality. Rimsky’s verdict, 
though cautious, was all the twenty-year-old Stravinsky needed to make up 
his mind. Later he brought Rimsky a piano sonata. The master’s comments 
were scathing, unsparing. There were defects on every page, but again the 
older man caught the tell-tale note of something new and genuine. There 
followed two fruitful years of study in orchestration with Rimsky. Tasks such 
as transcribing a Beethoven sonata or a Schubert quartet were assigned. 
Gradually master and disciple saw their hopes being fulfilled. By 1908, Rimsky 
frankly envisioned a bright future for the law student turned composer. 

Thus, it was a very grateful young man of twenty-six, who sat down to 
sketch out a symphonic piece one summer day in 1908. The project was daring, 
quite unprecedented, in fact—the depiction in tone of the mad, dazzling, and 
explosive action of fireworks. Rimsky’s daughter was shortly to marry Maxi¬ 
milian Steinberg. The Feu d f Artifice would be young Stravinsky’s wedding 
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gift, to be played at the festivities. The gesture would please the aging mas 
for another reason. In the bold splash of pyrotechnics he would grasp 
disciple’s tribute to the founder of a new orchestral realism. The score v 
finished in six weeks and promptly despatched to Rimsky’s country pis 
A few days later the package came back—unopened. Stamped on it were 
words “Not delivered on account of death of addressee.” Stravinsky \ 
stunned by the loss. He put aside the Feu d!Artifice. The symphonic trib 
seemed ironic now, in its jubilant, festive spirit. To express his grief, 
wrote a Chant funebre. 

Some months later Alexander Siloti featured two of Stravinsky’s com 
sitions at one of his orchestral concerts in St. Petersburg. One of them 1 
Fireworks. Oddly enough this litde “fantasy for orchestra” became a 1 
between Rimsky-Korsakoff and the patron who was to replace him 
Stravinsky’s career. Diaghileff was present at that concert. Intrigued by 
young composer’s vivid handling of visual phenomena, he approached 1 
with an offer. Would Stravinsky orchestrate some Chopin pieces for a ba 
to be called Sylphides? Stravinsky would, and did. The second great turn 
point in Igor Stravinsky’s life had come. 

Every listener is his own pyrotechnist in following Stravinsky’s firew 
display. The crackle and splutter of violins and piccolo are suggestive. Spa 
seem to fly from the harp. A picture of Catherine wheels may be gleaned fi 
the wriggling wood-wind figures. Rockets seem to shoot up on the ascend 
path of high violins and burst among the muted brasses. Lawrence Gilr 
suggested “pinwheels in the swirling wood-wind figures of the opening” 
“a joyously triumphant bomb at the end.” Arthur Brock, an English firewc 
expert, noted “the successive crescendos which we always strive to ob 
through firework displays, leading up to the grand melee and impressive ‘f 
bouquet.’” Whenever he heard the piece, Michel Fokine swore he 
flames sweeping across the skies. Yet, despite the explosive content and 
great upheavals to come, Stravinsky’s harmony here, as one annotator phr; 
is, “is not yet subversive.” 

L« 

Suite from "L’Oiseau de feu” ("The Firebird”) 

I. Introduction and Dance of the Firebird. II. Adagio (Pas de de 
III. Scherzo. IV. Rondo (Khorovod). V. Infernal Dance. VI. Lul 
and Final Hymn. 

(New Version) 

We owe Stravinsky’s Firebird music partly to the dilatory habits o£ An 
Liadoff. It seems Michel Fokine had the “Music Box” composer in n 
when he confected his new scenario for Serge Diaghileffs Ballets Ru 
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iadoff accepted the assignment, but never carried it out. He delayed and 
elayed. Finally, in despair, Fokine and Diaghileff turned to the twenty-seven- 
ear-old Igor Stravinsky. That was late in 1909. By May of the following 
ear the score was ready. Thus began an association that brought glory to 
oth composer and impresario. Stravinsky’s genius flourished in the ballet 
stting. Think of Petrouch\a and Le Sucre du Printemps , of that succession 
f pulsing, throbbing scores bound vitally to choreographic imagery. One 
peculates on whether Stravinsky’s gifts would have turned into other chan- 
iels had not Diaghileff and ballet beckoned, and if Liadoff, say, had turned 
a the job on schedule. What suggested Stravinsky to the ballet men was the 
act that the year before the daring young man had literally skyrocketed to 
ame with a piece called Fireworks, written for the wedding of Rimsky- 
v.orsakofF$ daughter Nadeshda. Again, the association of ideas through the 
fire” elements in both titles may have unconsciously swayed the two ballet 
minds. 

The Diaghileff troupe presented the new ballet at the Paris Op<£ra on 
une 25, 1910, one month after the completion of the score. Mr. Fokine, al- 
eady the scenarist and choreographer, danced the role of Ivan Tsarevitch. 
Tamara Karsavina was the Firebird, Vera Fokina the Tsarevna, and Enrico 
Tecchetti, Kastchei the Immortal. Golovine and Bakst were responsible for 
be stage settings. Gabriel Piern6 conducted. To fill out an evening’s program 
wo further numbers were presented —Les Orientates and the dances from 
he second act of Borodin’s opera Prince Igor . The new ballet was first seen 
n New York when the Diaghileff organization presented it at the Century 
Theater, on Jan. 17, 1916. The cast was the same, but the conductor was 
irnest Ansermet. As a concert suite the Stravinsky score was first rendered 
»y the New York Symphony Orchestra on Dec. 31, 1916. 

In working out the scenario, Fokine drew on various Russian fairy tales. 
The Firebird appears in many of them, and Ivan Tsarevitch often figures as 
icro. BalakirefT planned an opera based on the Firebird legends, but never 
;ot beyond a few sketches. Kastchei, a legendary monster, was used by 
limsky-Korsakoff as the central character of the opera Kastchei the Immortal: 
in Autumn Legend , produced in 1902 at the Private Opera, Moscow. In an 
arlier work by the same composer, the fairy ballet Mlada, produced in St. 
^tcrsburg, in 1893, Kastchei appears as “the man skeleton.” Of course in 
he Fokine-Stravinsky 'ballet, the ogre is only an “accessory character so far 
s concerns the dramatic action,” to quote Montagu-Nathan, “but his presence 
n the scheme is nevertheless vital to it.” 

The story follows the familiar fairy-tale formula of the broken spell. While 
>ut hunting Ivan Tsarevitch strays into an enchanted wood surrounding 
he castle of the wizard Kastchei. Near him is a magic tree, gleaming with 
[olden fruit. There is a sound of wings, and a bird of dazzling plumage 
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lights on the tree. It is the Firebird. As it plucks an apple Ivan aims an arr 
and misses. The frightened bird flies off. Soon it returns and Ivan sprit 
from his hiding place and seizes it. The Firebird begs for its life. Ivan s 
it free and is rewarded with a golden feather. 

A wistful melody comes from afar as twelve maidens appear through i 
woods. Ivan conceals himself. He watches them shake apples from the t 
and toss them to one another. They draw back startled as Ivan reveals hi 
self. The leader urges him to flee, lest he fall into Kastchei’s power and 
turned into stone. Ivan is determined to remain and match his prowess w. 
the demon’s. 

Suddenly there is a menacing outcry, and the terrified maidens dash ba 
to the castle. Ivan is alone again. As the dark deepens fear begins to grip hi 
A lurid light now floods the forest, and a band of demons swoops down i 
Ivan. The dread Kastchei himself appears. He scowls malignly. Ivan figl 
off the spell by waving the golden feather. The Firebird helps by leadii 
Kastchei’s demons into a frenzied dance. Dazed and powerless, they f, 
asleep. The Firebird directs Ivan to a buried casket. In it Ivan finds a hu 
egg. Contained in the egg is the soul of Kastchei—the source of his ev 
Kastchei watches frantically as Ivan tosses the egg into the air and catches 
Finally Ivan drops it. There is a sudden black-out and a shattering turmo 
Kastchei and his cohorts are swept away. The castle vanishes, and youths ai 
maidens, freed from the spell, rush out joyously and acclaim Ivan their savi 
and ruler. Ivan marries the loveliest of the liberated maidens. 

As in the earlier Firewor\s, Stravinsky here is still the partial disciple < 
Rimsky-Korsakoff. There are brilliant flashes of the new realism, of a mastc 
of evocative imagery. The ties with Russian nationalism are still strong, at 
the folk note recurs. Rut there is something more—a frank assertion of ind 
pendence in the application of color and rhythm. True, it is not yet tl 
new world of Petrouch\a and polytonality. Stravinsky has not yet broke 
completely with tradition. There is still eclecticism perhaps—hints of Gla: 
ounoff and the shadow of “The Five.” It is only with Petrouchka that the: 
ties are severed and Stravinsky creates the style that is all his, the style th: 
is still Russian, but stamped indelibly with a new power. 

In Petrouchka Stravinsky becomes his own master. Yet the new orientatio 
is already clear in Firebird. One senses it in the thematic compactness, th 
keen visual images, the power to seize and fix a mood. To be sure, it is musi 
bound to kinetic and narrative enactment, possibly not always self-sustaining 
but still a many-hued web of orchestral enchantment. The themes are briej 
but supple, the rhythms are protean. The patterns are lucid, possibly decora 
tive. Stravinsky seems always to keep the Firebird legend in mind—the rich 
ness of story and raiment, the riot of outdoor color, the brightness of plumage 
the grisly hues of sorcery. There are panting rhythms of tragic dance ant 
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splashing colors of broken spells. Over it broods a mood of exotic fantasy, 
part tender, part barbaric, drawn from far-off Russian legend. Firebird helped 
shape Stravinsky’s career and chart his future. By setting a new fashion in 
ballet music, it directed modem ballet toward new goals. 

Certain changes will be noted in this “new augmented version” of The 
Firebird music. Mr. Stravinsky refers to it as Suite No. 3. It is necessary to 
recall that Suite No. 1 retained the huge instrumentation of the original ballet 
score. Later, when Mr. Stravinsky reduced the size of the orchestra for Suite 
No. 2, the Adagio and Scherzo (sections II and III of the augmented version) 
were not included. These sections now appear for the first time in the smaller 
orchestration of Suite No, 2, 

A second change is the use of what Mr. Stravinsky describes as "short 
pantomimic episodes. These serve to link the sections in an unbroken 
sequence* I he latest version of The Firebird music was first performed in 
1 MS during the regular fall season of Ballet Theater at the Metropolitan 
Opera House, New York. The company staged a new version of the ballet 
on Oct. 24, with sets by the distinguished surrealist painter Marc Chagall 
and altered choreography by Adolph Bolm. The scoring of Suites No. 2 and 3 
calls lor three flutes, two oboes, two clarinets, two bassoons, four horns, two 
trumpets, three trombones, tuba, tympani, percussion, piano, harp, and strings. 
In the new titles supplied by Mr. Stravinsky the Rondo section is subtitled 
“Khorovod.” T his is the Russian term for dancing in rings with singing 
accompaniment. 

L. B. 

Fair Scenes from the Ballet "Petrouchka” 

In mt) what Diaghilcfl produced The Firebird ballet in Paris, the fresh 
orchestral colors and ingenious effects of the score had made Stravinsky 
famous almost overnight. The noted patron and impresario was soon after 
the daring young man for another score. The association that had begun two 
years earlier in St. Petersburg with a commissioned arrangement of some 
Chopin pieces was to continue for two decades, Igor Stravinsky was to remain 
a leading tenant in Diaghilcff’s many-mansioned temple of ballet. Stravinsky 
now toyed with the project of a choreographic tribal rite, centering in an act 
of pagan sacrifice. This was to become Le Sucre du Printemps . 

But; meanwhile another idea was teasing the young composer—an idea of 
a concert piece for orchestra and piano. The thought had first come to him 
back in St. Petersburg. In this Konzcrtstuc\ the piano was to perform all 
kinds of mischief in a game of sly dodging with the orchestra. The exasperat¬ 
ing piano solo suddenly took shape in Stravinsky’s mind as a rascally little 
puppet miraculously endowed with life. With "diabolical cascades' of arpt^j- 
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gios” the puppet went on trying the patience of the orchestra. 
trumpet blasts” would come in response. In Stravinsky’s own words, 
come of the bout between piano and orchestra was “a terrific noise e 
the sorrowful and querulous collapse of the poor puppet.” Stravin 
hunting a title for his Konzertstuc\ when Diaghileff ramp to visit 
Clarens on Lake Geneva. Diaghileff, who was waiting to be sh< 
sketches of the projected Rite of Spring, was surprised to learn that St 
had been working on a concert piece instead. The composer sat dow 
piano and played the sketch for him. 

Diaghileff was so delighted that he urged Stravinsky to make a b 
of the piece. Stravinsky proposed a general outline, and together they 
out the sequence and scheme of the new ballet. It would be called Peti 
The scene would be a fair. There would be crowds, booths, a m 
show. The action would grow out of a magician’s tricks with three 
dolls. There would be Petrouchka, a rival, and the dancing charm 
ballet would end with Petrouchka’s death, and a ghastly surprise 
magician. Stravinsky now set to work on the expanded project. Me 
unremitting toil followed. Finally on May 26, 1911, a few weeks be 
twenty-ninth birthday, he completed the score in Rome. The fc 
June 13, Diaghileff’s Ballets Russes produced the new ballet at the 
du Chatelet in Paris, its full title being Petrouchka, Scenes buries qu 
tableaux. Pierre Monteux conducted, and the cast included Vaslav h 
in the tide role, Tamara Karsavina as the Ballerina, Orloff as the Mo 
Enrico Cecchetti as the Magician-Charlatan. Michel Fokine was the 
ographer. Alexander Benois designed the scenery and costumes. The s 
or Petrouchka was officially the joint product of Stravinsky and Bei 
whom the score is dedicated. But Stravinsky’s own account of the gei 
the ballet would seem to admit a third collaborator—Serge Diaghileff 1 
The setting of Petrouchka is the weirdly exotic Admiralty Square 
Petersburg on a winter day in 1830. It is carnival time. Coachmen, nursi 
Cossacks, merchants, and children move about briskly, laughing and c 
gayly. Standing before a marionette booth is an old Magician, clad 
Oriental robes. There is something sinister in his expression. He draw: 
tion to himself by playing a flute. As the merrymakers approach, he 
diem to watch a puppet show. When the curtain rises, the Magician so 
intro uces three animated dolls: the chalk-faced clown Petrouchka, 
formed Moor, a Ballerina in red pantalets. The crowd gapes as the 
puppets do a lively dance. 

Behind this marionette display, however, there is drama, human di 
and pathos, for the wizard has breathed fife into his dolls, not just mecl 
Me, but a semblance of real life, with its fateful passions. Petrouc] 
endowed with even more—a sensitive human soul. This makes him reb< 
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But shSnur 1 ? '?• ThC Pathedc pU P pet is in love with Ballerina. 

But she spurns his clumsy love-making and mocks his twisted, doleful features. 

1 he Moor is more successful-perhaps because he uses caveman tactics. He 
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In his cell Petrouchka nurses his bitterness. He rages at thoughts of his 
captivity. He loathes the Magician, and the Moor, too, for jealousy is rising in 
his marionette mul. He waves his arms wildly as he thinks of the Ballerina 
and the Moor in the adjoining chamber. Petrouchka leaves his cell and breaks 

,f ir ove ' makm g. The Moor seizes him savagely and throws him out. 
lhe Ballerina returns to her place on the Moor’s knees. 

Outside the carnival spirit is mounting. The excitement is spreading, the 
dancing is brisker, the revelry grows rowdy. Coachmen and nursemaids join 
in a round o£ Russian folk dance. An animal trainer -leads in a dancing bear. 
A tipsy merchant, accompanied by two gypsy girls, breaks through the crowd, 
mging banknotes into the air. The commotion reaches its height as masked 
revelers dash in and begin a frenzied dance. Suddenly the merrymaking stops. 
Agitated cries reach the crowd from behind the curtain of the puppet booth. 
Petrouchka rushes out frantically, pursued by an infuriated Moor. The Moor 
catches Petrouchka and kills him with a blow of his scimitar. The crowd, 
gasping with horror, surrounds the squirming body of the puppet. Someone 
calls for the police. The Magician appears. Sardonically he chides the by¬ 
standers as he picks up the limp form and shows that it is only so much 
wood and sawdust. The crowd, with mixed feelings of relief and disappoint¬ 
ment, leaves the scene. The Magician angrily seizes the crumpled doll. Sud¬ 
denly he looks up, puzzled, then terrified. There on the roof of the puppet 
booth waving his arms eerily about is the mocking and menacing ghost of 
Petrouchka. 


Into the ballet Petrouchka went many traditional elements of the European 
carnival theater. The Petrouchka-Moor-Ballerina triangle is, of course, pat¬ 
terned on the Pierrot-Harlequin-Columbine formula. Through the lineaments 
Df native Russian puppetry may be seen features of the old Commedia dellArte. 
Over it, too, broods the ghastly fantasy of Hoffmann’s animated doll world. 
Some have even glimpsed in Petrouchka a close cousin of the pathetic misfit 
immortalized by Charlie Chaplin. Stravinsky himself referred to Petrouchka 
as “the eternal and unhappy hero of all fairgrounds and all countries.” Others 
have sensed deeper connotations: Petrouch\a as a parable of vast political 
import. The puppet is the downtrodden masses of old Russia, fondling hopes 
rebellion. The Magician is the symbol of a ruthless despotism. Petrouchka’s 
ghostly emergence becomes a derisive warning—a last laugh—of the end of 
Dppression. Arnold L. Haskell saw three possible interpretations of Petrouch - 
\a’s symbolism: “The dawn of intelligence and the struggle for self-expres- 
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sion of the underdog—the mouji\; the triumph and final resurrection of the 
soul; the birth of the imagination stimulated by love.” Such imp li cations will 
always be read into Petrouch\a, which because of its very silence, “becomes 
universal drama, the tragedy of every man.” 

The music of Petrouch\a showed a vitality and self-sufficiency assuring it 
an inevitable place in the concert repertory. Its importance—apart from its 
ballet efficacy—quickly dawned on the music world. The vivacious wit, sar¬ 
donic comments, the bustle and turmoil of flashing rhythms revealed bold 
invention and master craftsmanship. There was a new musical irony here, 
a fresh humor in the use of certain brasses. And Stravinsky was proving that 
street tunes could be woven into a serious musical fabric without cheapening 
it. This was an advance in musical realism from the descriptive imagery of 
Fireworks. The pictures were sharp and forceful, without being photographi¬ 
cally slavish. Characterization was critical and probing. There was also form, 
organic form, in this heaving carnival of color and rhythm. Stravinsky himself 
compared the score to a sonata, “with its succession of movements, allegro, 
adagio, scherzo.” Whether by accident or intent, the score contains a device 
that was a startling innovation in 1911: the “Petrouchka chord”—the merging 
of the white keys of the C major chord and the black keys of the F sharp 
major chord. Poly tonality had crept into music under the mande of Russian 
ballet. The heresy of combining two keys would in time become an orthodoxy' 
of modernism. 

The score calls for four flutes, two piccolos, four oboes, English horn, four 
clarinets, bass clarinet, four bassoons, double bassoon, four horns, two trum¬ 
pets, two cornets-a-piston, three trombones, bass tuba, tympani, snare drum, 
tambour de provence, bass drum, tambourine, cymbals, triangle, glockenspiel, 
xylophone, gong, celesta, piano, two harps, and strings. 

L. B. 

"Le Sacre du Printemps” ("The Consecration of the 
Spring”), Pictures of Pagan Russia, in Two Parts 

I. The Adoration of the Earth. Introduction. Harbingers of Spring. Dance 
, of the Adolescents. Abduction. Spring Rounds. Games of the Rival Cities. 
The Procession of the Wise Men. The Adoration of the Earth (The Wise 
Man). Dance of the Earth. II. The Sacrifice. Introduction. Mysterious 
Circles of the Adolescents. Glorification of the Chosen One. Evocation of 
the Ancestors. Ritual of the Ancestors. The Sacrificial Dance of the Chosen 
One. 

In violent response, few events in the history of music have rivaled the Pans 
premiere of Stravinsky’s ritualistic ballet, Le Sacre du Printemps at the Thatre 
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des Champs-Elysees on May 29, 1913. One observer said that the reaction 
scarcely stopped short of massacre. Battlelines formed sharply, with vehement 
cheering from one camp and lusty howling and hooting from the other. The 
wild turmoil set off by the starkly barbaric spectacle prompted Serge Diaghileff, 
the impresario, to rise in his box and shout to the crowd: “]e vous prie, 
laissez achever le spectacle!” (“I beg you, let the show go on!”) Backstage 
the bewildered dancers were on the verge of tears. At one point where the 
crescendo of jeering completely drowned out the music Nijinsky was obliged 
to stand in the wings and pound out the rhythms with his fists. As Nicholas 
Slonimsky later wrote: “From the initial bassoon solo to the final frenzy of 
the sacred dance, Le Sacre du printemps relentlessly moves on, creating musi¬ 
cal values so new that the world was faced with the alternative either to 
reject this music as a freakish exhibition of an unbalanced young man, or to 
accept it as a revolutionary innovation.” 

From the pen of Carl Van Vechten, who attended the sensational premiere 
of the “anarchistic” ballet, we have the following report, incorporated later 
in the book Music after the Great War: 

A certain part of the audience, thrilled by what it considered to be a blasphemous 
attempt to destroy music as an art, and swept away with wrath, began very soon 
after the rise of the curtain to whisde, to make catcalls, and to offer audible sug¬ 
gestions as to how the performance should proceed. Others of us, who liked the 
music and felt that the principles of free speech were at stake, bellowed defiance. 
It was war over art for the rest of the evening, and the orchestra played on unheard, 
except occasionally when a slight lull occurred. The figures on the stage danced in 
time to music that they had to imagine they heard, and beautifully out of rhythm 
with the uproar in the auditorium. I was sitting in a box, in which I had rented 
one seat. Three ladies sat in front of me, and a young man occupied the place behind 
me. He stood up during the course of the ballet to enable himself to see more clearly. 
The intense excitement under which he was laboring, thanks to the potent force of 
the music, betrayed itself presently when he began to beat rhythmically on the top 
of my head with his fists. My emotion was so great that I did not feel the blows for 
some time. They were perfecdy synchronized with the beat of the music. When I 
did, I turned around. His apology was sincere. We had both been carried beyond 
ourselves. 

The opposition found its most vitriolic manifesto in the review of Alfred 
Capu which appeared in Le Figaro. As rendered by the late Philip Hale : it 
ran as follows: 

Bluffing the idle rich of Paris through appeals to their snobbery is a delightfully ' 
simple matter. The process works out as follows: Take the best society possible, 
composed of rich, simple-minded, idle people. Then submit them to an intense 
regime of publicity. By pamphlets, newspaper articles, lectures, personal visits, and 
all other appeals to their snobbery, persuade them that hitherto they have seen only 
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vulgar spectacles and are at last to know what is art and beauty. Impress them wi; 
cabalistic formulas. They have not the slightest notion of music, literature, paintin 
and dancing; still, they have heretofore seen under these names only a rude imiWiV 
of the real thing. Finally assure them that they are about to see real dancing an 
hear real music. It will then be necessary to double the prices at the theater, so gre 
will be the rush of shallow worshippers at this false shrine. 

The historic performance had occurred during the brilliant season of th 
Diaghileff Ballets Russes. Pierre Monteux directed. The choreography we 
by Vaslav Nijinsky, who was also one of the two leading dancers in the pei 
formance, the other being Marie Piltz. Scenery and costumes were designe 
by the noted Russian painter Nicolas Roerich, who had collaborated wit 
the composer on the preparation of the book. The music was introduced t 
America at a concert of the Philadelphia Orchestra in Philadelphia, unde 
the direction of Leopold Stokowski, on Mar. 3, 1922. Two years later, 01 
Jan. 25, 1924, Mr. Monteux led the Boston Symphony Orchestra in the Bostoi 
premiere of the score, bringing it to New York on Jan. 31 for its local premier, 
in Carnegie Hall. It was not till Apr. 11, 1930, however, that the controversy 
ballet was staged for the first time in this country. On that night, it wa 
produced in Philadelphia under the auspices of the League of Composers 
with Mr. Stokowski conducting the Philadelphia Orchestra and Martha 
Graham dancing the role of The Chosen Maiden. The production reached 
New York at the Metropolitan Opera House the following Apr. 22. 

The vision of this rugged picture of pagan Russia first came to Stravinsky 
in St. Petersburg while he was finishing the last pages of the Firebird. In 
his autobiography he recounts how surprised he was in the midst of other 
thoughts to find his mind suddenly flooded with images of a remote act of 
pagan ritualism. In the vision he beheld a solemn group of elders, seated in 
a circle, watching a young girl dance herself to death. 

They were sacrificing her to propitiate the god of spring. Such was the theme of 
e acr ^ u prmtemps- I must confess that this vision made a deep impression on 
me and I at once described it to my friend Nicolas Roerich, he being a painter who 
had specialized in pagan subjects. He wekomed my inspiration with enthusiasm 
and became my collaborator in this creation. In Paris I told Diaghileff about it, and 
he was at once carried away by the idea. 

. ^ 0r y ears a ^ ter t ^ ie "^ ar * s premiere, discussion of Stravinsky’s most provoca- 
tive score grew deep and learned. While dissenters continued to scream in 
print over its heresies, embattled champions of the rebellious score grew lyrical 
and philosophical in its defense. Edith Sitwell found that it gave us “the 
beginning of energy, the enormous and terrible shaping of the visible and in¬ 
visible world through movement.” The music’s giant pulsations prompted the 
grave prophecy that “life is energy, and the very fact of that life will eventually 
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push us over the abyss into the waiting and intolerable darkness.” To Lazare 
Sammsky the imagination of Stravinsky perceived things and presented them 
musically in terms of noises immanent to those things, eternally present in 
them. Ihe Russian composer was found “curiously and characteristically 
deaf to the inner music of things—to their spiritual pulse.” Stravinsky, in 
short, was the father of rebarbarization in music,” the composer who had 

reduced melody to the primitive, inarticulate refrain of a Zulu” and con¬ 
verted the orchestra into “a gigantic rattle, the toy and mouthpiece of the 
new savage.” 

Yet, Erik Satie found “transparency of sound” amid this primitive throb 
of earth. 

« lllls is ^ quality that one always finds in the purists, who never leave any 

residuum m their sonority, that residuum which you will always encounter in 
the musical fabric of impressionistic composers and also, alas!, in that of the 
Romantics. Palestrina makes us “hear” this sonorous “transparency”; he was an 
expert manipulator of it and seems to have been the first to import this phenomenon 
into music. I he exquisite Mozart used it in a way that defies analysis. One stands 
confounded before such mastery, such a subtle “clairvoyance” of sound, a phonic 
lucidity so calm ami so perfect. Any one of Igor Stravinsky’s works will cause you 
to perceive with extraordinary clearness this vibratory “transparency” of which I 
speak, /,<■• Sacre Ju Pnntcmps is lull of it; and it is perhaps in this work that it will 
appear to you with the most persuasiveness; you will be prodigiously bathed in it, 
deeply saturated. 

At a tcvival of the ballet in Paris, some years after the premiere, the Nijinsky 

choreography was discarded in favor of a new scenario by Leonide Massine. 
According to Stravinsky; 

Massine never knew the original sett mg for Le Sacre— he was still at school in 
Moscow, Upon his first hearing of it, he perceived that my music, far from being 
descriptive, was of an ‘'objective” construction. All musical works begin as im¬ 
pressions, winch crystallize themselves in the brain, in the ear, and little by little, 
hut mathematically, become concretely realized as notes and rhythm. The choreog¬ 
rapher ought, in his turn, to crystallize his impression, and realize it, not for the 
ear, hut for the eye. 

It is generally accepted that the subject of Stravinsky’s ballet deals with 
the worship of the forces of Nature by primitive man. Superficially it is a 
work evocative of a prehistoric religious ritual, in which the season of Spring 
and its fertility are venerated, all leading to a propitiatory sacrifice. 

Ihe score calls for a large orchestra, which consists of the following instru¬ 
ments; two piccolos, two flutes, flute in (>, four oboes (one interchangeable 
with a second bass clarinet), clarinet in K flat, bass clarinet, four bassoons 
(one interchangeable with a second double bassoon), double bassoon, eight 
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horns (two interchangeable with Bayreuth tubas), four trumpets, trt 
m D bass trumpet, three trombones, two tubas, four kettledrums, 
kettledrums, bass drum, tambourine, cymbals, antique cymbals, triangle, 
guero (scratcher), and strings. s 


Symphonic Poem, "Le Chant du rossignol” ("The Nis 
ingale’s Song”) 

The subject of Stravinsky’s three-act opera Le Rossignol {The Nightin, 
stems like that of Le Baiser de la fee, from one of Hans Christian Anden 

stories. The composer and his friend Stepan Mitoussoff collaborated on 
libretto. 

A summarized version of the opera’s plot follows: 

The , E , m P e i ror o£ Cilina ’ faIlen in to a state of utter dejection, is fin 
aroused by the singing of a nightingale given to him as a gift. He is 
elated over his “cure” that he promises to grant the bird any favor it dea 
The ^mghungale answers that his recovery is favor enough, or words to li 

Soon the Emperor receives another gift, a mechanical nightingale "m» 
in Japan. He is very pleased with its song, whereupon the real nightin® 

dxTbkd offidahy 8 3Way ‘ ^ Emper ° r makGS k aU M ^ Li* 

Of course, the Emperor’s illness returns. Death is about to daim his vict 
when the real nightingale hears of it and, out of compassion for its frier 
sings so eloquently that Death, this time, does the disappearing act AIK 
couruers, thinking their ruler dead, find him, instead, fully recovered r 

The composer completed the first act of the work in 1908 and he wishe 
to continue, but other matters interfered with its progress. In 1909 he aai 
°ug t o mshing the opera, but again conditions were unfavorable I* 

r he L of summer the orchestral,, ; 

the first act was finished ... and I meant to go on with the rest. But a id 
gram then arrived for L’Oiseau de feu for the Russian Ballet season at the Psr 
Opera in the spring of 1910.” 

However, Stravinsky did not return to Le Rossignol until May, 1913, i 
the request of the then new organization, the Theatre Libre of Moot 
Whereupon a problem in genres suddenly came. He explains, “Only & 
Prologue—-that is to say, Act I-was in existence. It had been written k 
years earlier and my musical language had been appreciably modified ae 
then. 1 feared that in view of my new manner the subsequent scenes woii 
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clash with the Prologue.” He suggested that the Theatre Libre utilize the 
Prologue alone, but they insisted on a three-act work. 

Nevertheless the composer hit on a plan which, he thought, might cover 
all sides of the situation. He says: 

As there is no action until the second act, I told myself that it would not be 
unreasonable if the music of the Prologue bore a somewhat different character from 
that of the rest. And, indeed, the forest, with its nightingale, the pure soul of the 
child who falls in love with its song, all this gende poetry of Hans Andersens could 
not be expressed in the same way as the baroque luxury of the Chinese court, with 
its bizarre etiquette, its palace fetes, its thousands of littie bells and lanterns, and 
the grotesque humming of the Japanese nightingale, in short, all this exotic fantasy 
obviously demanded a different musical idiom. 

As Stravinsky was putting the last touches on the piece, the Theatre Libre 
bowed out of existence. At this point, Serge Diaghileff jumped in with an 
offer to produce it at the Paris Opera the following season. On May 26, 1914, 
therefore, the work was given its first performance. About that premiere 
Stravinsky says, “Benois created sumptuous scenery and costumes and, con¬ 
ducted by Monteux, the opera was performed with the utmost perfection.” 

A couple of years later, Diaghileff proposed a ballet version of the opera. 
The composer countered with another suggestion. He declares: 

I had been thinking of making a symphonic poem for orchestra by combining 
the music of the second and third acts of Le Rossignol, which were homogeneous, 
and I told Diaghileff that I would place that at his disposal if he cared to make a 
ballet of it. He warmly welcomed the suggestion, and I adapted a scenario from 
Andersen’s fairy story to serve the purpose. 

The present Symphonic Poem was completed in 1919. It was introduced to 
a New York audience by Walter Damrosch and the Symphony Society in 
Carnegie Hall on Nov. 1, 1923. Several days before that the Philadelphia 
Orchestra under the direction of Leopold Stokowski had given it its American 
premiere in Philadelphia. 

The opera was first produced in this country at the Metropolitan on 
Mar. 6, 1926, appearing in a double bill with Manuel de Falla’s La Vida breve, 
which was also performed for the first time in America on that date. 


R.C. B. 
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Concerto for Piano and Wind Orchestra (with Double 
Basses and Tympani) 


I. Lento; Allegro; Lento. II. Largo. IIL Finale: Allegro. 

The present work was given its first performance at a Koussevitzky concert 
in Pans, on May 22, 1924, the composer appearing as piano soloist. On that 
occasion the program listed the work as Concerto pour piano avec I’orchestre 
dharmonie. Besides piano, it is scored for the following instruments: piccolo, 
two flutes, two oboes, two clarinets, English horn, two bassoons (one inter¬ 
changeable with contra-bassoon), four horns, four trumpets, three trombones, 
bass tuba, tympani, and double basses. 

The following analysis of the Concerto appeared in the program book of 
the Paris concert: 


The Concerto is in three movements; and these movements are themselves divided 
as follows: The first movement consists of (a) Lento; (b) Allegro; (c) Maestoso. 
The second movement, after the opening Largo, introduces a cadenza (Poco rubato) 
which is linked with a melodic section, followed by a second melody, the last two 
being stated in a very compact manner. The cadenza then returns, and the move- 
ment ends with a variant of the Largo passage at the beginning of the movement, 
which in this place represents rather a continuation of the cadenza. 

The concluding measure of the second movement serves also as the subject of the 
Fugato with which the Finale begins (Allegro, 2/4). The subject, assuming several 
forms, is heard sometimes in the piano part, sometimes in the orchestra, in a slower 
movement (doubled), although the time value of the metronomic base does not 
vary. A short melodic episode follows, giving place to another, in imitation. This is 
succeeded by a brief, rhythmic period (tutti), with a counterpoint for the piano, 
ending m a kind of stretto. This last is brusquely interrupted by a reminiscence 
(Lento, 2/4) of the slow movement and, further on, of the music with which the 
Concerto began. A pause separates this return of the opening martial movement 
from the eight measures which condude the, Concerto-a stringendo passage (forte 
marcatissimo) for the piano, over a syncopated accompaniment in the orchestra. 


Mr. Stravinsky has described this Concerto as “a sort of passacaglia or 
toccata. It is quite in the style of the seventeenth century—that is, the seven¬ 
teenth century viewed from the standpoint of today.” 

By orchestre d’harmonic Mr. Stravinsky means a “type of orchestra separate 
and distinct from the symphony orchestra.” He admits of three kinds of 
orchestras: the symphonic, the harmonic, and the fanfare (brass and percus¬ 
sion). A Parisian critic who heard the premiere of the Concerto spoke of the 
orchestre d’harmonie as “a symphony orchestra minus strings” (violins, violas 
and cellos). That, according to the composer, was a contradiction. 
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In a note contributed to the program book of a Concertgebouw Orchestra 
concert, Willem Mengelberg conducting (Amsterdam, Nov. 20, 1924), Mr. 
Stravinsky explained further: 

It is six months since I played this Concerto before the Paris public for the first 
time. The work had just been completed. I remember that in one of the reviews of 
the performance which I read the next day, I was reproached on the subject of the 
constitution of the orchestra, which was said to be “incomplete,” because of the ab¬ 
sence of strings (except for the double basses). The unfortunate critic did not know 
at the time that there is such a thing, aside from the regular symphonic orchestra, as 
un orchestre d’harmonic. It is this orchestre d’harmonie which I have chosen for my 
Piano Concerto, and not the symphonic orchestra, as an instrumental body more 
appropriate to the tone of the piano. This instrumental ensemble had its definite 
design; for it, as well as the part for the piano, has been conceived contrapuntally. 

However, these conceptions of tonal relationships—or the lack of them— 
between “scraped” and “struck” sounds underwent many changes in the 
composer’s mind, for, as he told the annotator, “I worked more with strings 
and learned things about their nature of which I had not been aware.” His 
many compositions for piano in combination with strings, following this 
Concerto, he avers, amply illustrate the application of his later knowledge. 

The Concerto, begun in August, 1923, and finished at Biarritz in April, 
1924, is dedicated to the late Nathalie Koussevitzky. Its first performance in 
this country was given by the Boston Symphony Orchestra on Jan. 23, 1925, 
Mr. Koussevitzky conducting and the composer appearing as pianist. The 
composer was again the soloist at the work’s first New York performance, 
by the Philharmonic Society, on Feb. 5, 1925, under Willem Mengelberg. 

R. C. B. 


Divertimento from “Le Baiser de la fee” (“The Fairy’s 
Kiss”) 

An allegorical ballet in four tableaux, Le Baiser de la fee was composed for 
Ida Rubinstein and first performed under the composer’s direction at the Paris 
Opera on Nov. 28, 1928. It was shown during the same season at the Theatre 
de la Monnaie, Brussels, in Monte Carlo, and at La Scala, Milan. 

Subsequently, Stravinsky arranged this orchestral suite from the ballet’s 
score and found that he could do it “without difficulty, on account of straight¬ 
forward plan.” 

The ballet, according to the composer’s manuscript, was “Inspired by the 
Muse of Tschaikowsky,” and melody after melody from the latter’s pen 
weaves its way through the pattern of Stravinsky’s score. The main theme, 
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for Instance, is the “Wiegenlied im Sturm/* and among the others 
“Humoresque,” “Natha,” and “A Peasant Plays the Harmonica/* 

Stravinsky wrote on his score, “I dedicate this ballet to the mem 
of Peter Tschaikowsky, identifying his muse with the Fairy, and it is fr 
this fact that the ballet becomes an allegory. His genius has in like deg 
marked the score with a destined kiss—a mystic influence which bespeaks 
whole work of this great artist.” 

Herbert Fleischer, further, discovers that Stravinsky “removes the often 
sweet and rather feminine meltingness of Tschaikowsky*s mdos* lit tta 
the tones of the master, so reverenced by him, in his own rigid tonal Lmgtw 
Yet the lyrical tenderness of Tschaikowsky’s melos is not lust.” 

The movements of the Divertimento are as follows; L Sinfcmut; AruLtnn 
Allegro sostenuto; II. Danse suisse; Tempo giustcc Valse; III, Sober: 
Moderato — Allegretto ; IV, Pas de deux; (a) Adagio, (b) Variation (A 
gretto grazioso), (c) Coda (Presto). 

!•€.! 

"Four Norwegian Moods” 

I. “Intrada.” II. “Song.” III. “Wedding Dance." IV. "Oort^e." 

Composed in Hollywood, in 1942, Four Norwegian Moods is I used on Ni 
wegian folk tunes “although,” as the composer explains, "the title Mm; 
must not be interpreted as impression or frame of mind. It is purely a rws 
a form of manner of style without any assumption of ethnological autlw 
ticity.” (It occurred to John N. Burk, program annotator *4' the Boston By 
phony Orchestra, that “Mr. Stravinsky evidently uses the title Moods m 
certain generic sense of the word which survives as a term in grammar.’*) 

Mr. Stravinsky further declares that he “has no more than followed 1 
tradition of folklore treatment used by Joseph Haydn in his time” and sfi 
he “approaches the given problems in formal order t« reach the sulurw 
using the folklore thematic only as a rhythmic and melodic basis," 

The Intrada” combines, as essentials, an introduction, featuring won 
winds and horns, and a Scherzando grazioso. 'Hie section has also a trio i 
clarinets and bassoons and a brief conclusion. 

The “Song” gives a melody chiefly to the wood winds; lira the Hugh 
horn, then oboe and bassoon, then flutes and, finally, Knglish horn. 
t Wedding Dance, lively and in 2/4 rhythm, offers a primipat theme < 
“peasant suggestion.” 

Cortege is of a marchlike rhythm. It brings the cotuftmitiun to a qm 
conclusion. 1 



IGOR STRAVINSKY 725 

The piece is scored for two flutes, piccolo, two oboes, English horn, two 
clarinets, two bassoons, two trumpets, four horns, two trombones, tuba, tym- 
pani, and strings. 

1 R. C. B. 


“Circus Polka” 

This music was originally written for band, as the score for a ballet commis¬ 
sioned by the Ringling .Bros, and Barnum and Bailey Circus. George Balan¬ 
chine was the choreographer. The ballet was a sensation of the Circus season 
at its first performance, in Madison Square Garden, New York, during the 
spring of 1942. Vera Zorina led the dancing in the center ring, surrounded 
by both elephant and human ballerinas. 

The composer rescored his piece fpr orchestra in October of that year, the 
orchestration calling for flute, piccolo, two oboes, two clarinets, two bassoons, 
four horns, two trumpets, three trombones, tuba, tympani, snare drum, brass 
drum, cymbals, and strings. The piece was given its premiere in orchestral 
form by the Boston Symphony in January, 1944. 

R. C. B. 


“Ode” in Three Parts, for Orchestra 

Completed in 1943, the Ode was composed for the Koussevitzky Musical 
Foundation, Inc., and dedicated to the memory of Mme. Nathalie Kousse¬ 
vitzky. It was given its first performance by the Boston Symphony Orchestra 
on Oct. 8, 1943. The score calls for two flutes, piccolo, two oboes, two clarinets, 
two bassoons, four horns, two trumpets, tympani, and strings. 

The following explanation is by the composer: 

The Ode is a chant in three parts for orchestra. It is in appreciation of Nathalie 
Koussevitzky’s spiritual contribution to the art of the eminent conductor, her 
husband, Dr. Serge Koussevitzky. 

I. “Eulogy,” praise, a song in sustained melody with accompaniment, the whole 
in fugal treatment. 

II. “Eclogue,” a piece in lively mood, a kind of concert champetre, suggesting 
out-of-door music, an idea cherished by Nathalie Koussevitzky* and brilliantly 
materialized at Tanglewood by her husband. 

III. “Epitaph,” an inscription, air serein, closes this memorial triptych. 


R.C.B. 
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"Scenes de Ballet” 

Mr. Stravinsky describes this work as: 

A classical ballet which I composed the summer of 1944. This music is patterned 
after the forms of the classical dance, free of any given literary or dramatic argu¬ 
ment. The parts follow each other as in a sonata or in a symphony in contrasts or 
similarities. 

“This music was composed by request of Mr. Billy Rose. Portions of this work 
were used as a ballet number in his Seven Lively Arts . 

The eleven parts of the score, played without pause, are as follows: 

1. Introduction 

2. Corps de Ballet Dances (Moderate, piu mosso moderato) 

3. Variation of the Ballerina (Allegretto) 

4. Pantomime (Lento) 

5. Pas de Deux (Adagio, Allegretto, Adagio) 

6. Pantomime (Agitato) 

7. Variation of the Dancer (Risoluto) 

8. Variation of the Ballerina (Andantino) 

9. Pantomime (Andantino) 

10. Corps de Ballet Dances (Con moto) 

11. Apotheosis 

Mr. Stravinsky conducted the first concert performance of the Scenes de 
Ballet by the Philharmonic-Symphony Orchestra in Carnegie Hall on 
Feb. 3, 1945. ' 6 





Franz von Suppe 

born: spalato, dalmatia, apr. 18, 1819. died: Vienna, may 21, 1895. 

Von Suppe has often been compared with Offenbach because of his 
fecundity and wide popularity in his own country. Each is a force to 
be reckoned with in the development of light opera, although most 
of their wor\ is now tradition. — J. Walker McSpadden. 


Overture to "Die Schone Galathea” ("The Beautiful 
Galathea”) 

If Suppe was the Viennese counterpart of the French Offenbach, as some 
aver, his comic opera The Beautiful Galathea (1865) was even more the 
Viennese counterpart of the French Victor Masse’s Galatee, produced more 
than a decade earlier in Paris. Suppe’s librettists, Zell and Genee, borrowed 
the modern setting of the Greek myth lock, stock, and barrel from the Parisian 
book Jules Barbier and Michel Carre wrote for Masse. Suppe’s work, bubbling 
over with bright melody, became a Viennese favorite. The engaging Overture 
sets the pace for the two-act blend of lighthearted gaiety and lush sentiment. 

The Greek fable is worked cleverly into a bantering and mildly risque 
modern version. According to legend, Galathea was a statue wrought by the 
Greek sculptor Pygmalion. The artist fell hopelessly in love with his marble 
creation. The gods took pity and breathed life into the stone image. In Suppe’s 
operetta, a rich man called Midas admires Galathea in her pre-life state and 
offers to buy her. Pygmalion is naturally affronted. In a rage he prepares to 
smash the statue, for having been violated by another’s gaze. Venus intervenes 
with the gift of life. Galathea’s first look falls on Pygmalion. Love blossoms. 

But Galathea proves anything but constant. Life has made her fickle. During 
Pygmalion’s absence she flirts with the servant Ganymede. Midas appears 
laden with jewels, which she accepts as Pygmalion spies on the coquette. In 
despair he calls on Venus to turn his wife back into a statue. Venus does so. 
Galathea is stone again, and Pygmalion turns to Midas: “How much do you 
offer? She’s yours!” 

Die Schone Galathea belongs with Fatinitza, Franz Schubert, Donna Juanita, 
Boccaccio, and Pique Dame as one of Von Suppe’s best contributions to the 
light-opera repertory. The Overture is one of four or five from his pen recur- 
ringly played in popular symphonic series. The best known of them, of course, 
is The Poet and Peasant. The comic opera Boccaccio has figured in the, 
repertory of New York’s Metropolitan Opera House. 
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Karol Szymanowski 

born: timoshovka, Ukraine, sept, 21, 1883. died: near lausanne, mar. 29, i 937 . 

He stands alone, a belated romanticist who longs for great peace. 

• * - He carries the death dream of romanticism to the border of 
awa\ening .— Erwin Felber. 


Concerto for Violin and Orchestra, Op. 3 S 

The composer began work on this Concerto in 1917 and completed the job in 
1918. Its first performance was given at Warsaw, in 1922, when Mlynarski was 
the soloist and Gregor Fitelberg the conductor. It had its American premiere 
by Paul Kochanski at a concert of the Philadelphia Orchestra in Philadelphia, 
Nov. 28, 1924. The piece is dedicated “To my friend Paul Kochanski.” 

Although the Concerto is in one movement, it shows clearly a subdivision 
into three sections. The first (Vivace, 4/4) opens with an orchestral introduc¬ 
tion, in which the oboe leads off with a sinuous figure closely surrounded by 
dissonances in the strings and other instruments. This idea is repeated in 
different forms several times, after which the solo violin offers a broad cantilena 
type of melody that is not unrelated to the opening figure. The oboe comes 
along to give the melody some variation. The violins present a new theme 
(which is important later) after the solo instrument has disported itself in a 
florid passage, to the accompaniment of wind, brass, and the pizzicato strings. 
This figure, it will be seen, has also an important function in the finale. 

The second section (Andantino, 3/4) brings forward a main theme, which 
is in two parts, an upward and a descending figure, possibly representative of 
the question and answer technique. An accompanied cadenza follows (solo 
violin against string tremolos, harps, and cymbals). Another subject is ushered 
in, rather episodic in nature, and all the material is closely woven together in 
the development. 

The third section (Vivace assai, 2/4) is truly sprightly, for a time, in the 
manner of a prefinale scherzo. This leads, more or less, into a second subject, 
tranquil and expressive. Later the two are brought together contrapuntally. 
Subsequendy there is a reminiscence of earlier material, then a lilting 6/8 dance 
rhythm takes the initiative in the whole orchestra (con passione). After some 
moments a fermata makes way for the cadenza, composed by Kochanski. It is 
based on previous themes of the piece. When it is completed the music rises 
and rises in sonority and complication to a great climax. Then the whole sub- 
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sides down to a whisper. The solo violin echoes briefly the reply part of the 
second section’s first theme, and soon all is over quiedy. 

Karol Szymanowski, born into an aristocratic family, took his first theory 
lessons from Gustav Neuhaus. His creative talents showed themselves early 
during this association, resulting in a set of piano preludes, composed in 1900 
(and published in 1905, as Op. 1). In 1903 he went to Warsaw to study there 
with Noskowski, and in 1905 his C minor Piano Sonata won first prize at the 
Chopin Festival in Lemberg. 

In Berlin, two years later, he joined forces with some other musicians of 
Polish birth to form a group known as “Young Poland in Music.” On his 
return to Poland he devoted most of his time to composing, and he wrote in* 
six years, or so, a considerable number of works for piano, violin, voice, and 
orchestra (a concert overture and two symphonies), in addition to the opera 
Hagith . 

During the First World War Szymanowski was interned in Russia by the 
Bolsheviks, but he managed to escape to Warsaw. After the war he traveled far 
and wide, coming to this country in 1921, where he was already known, thanks 
to performances of his music by Leopold Stokowski and the Philadelphia 
Orchestra. The following year he accepted an appointment as professor of 
composition and director of the Warsaw State Conservatory. In 1926 Szyma¬ 
nowski was appointed director of the Warsaw Conservatory, in which capacity 
he reorganized the institution thoroughly, substituting for the old and conven¬ 
tional system one in accordance with modern views. All along he kept com¬ 
posing, his works betraying more and more a nationalistic spirit which had 
been strong in him from the start. One of the compositions expressing that 
most powerfully is the ballet Harnasie, The Stab at Mater, produced at Warsaw 
in 1928, proved to be his most successful work. 


R. C.B. 









Alexandre Tansman 

BORN: LODZ, POLAND, JUNE 12, 1897. 

All that the folklore of his country can suggest is a melodic curve , a 
natural harmony; all that it contains is the very emotion of his race, 
which he has learned to capture and give expression to .— Irving 
Schwerke. 
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"Polish Rhapsody” 

Like Dmitri Shostakovich’s Seventh Symphony and Harl MacDonald’s Bataa 
the Polish Rhapsody of Alexandre Tansman grew out of the Second Wor. 
War. 

When the work was premiered on Nov. 14,1941, in St. Louis, at a concert 
the St. Louis Symphony Orchestra, Vladimir Golschmann conducting, t] 
composer stated that he was inspired to write the Rhapsody by the invasion 
Poland. The score carries a dedication, above the tide: “To the Defenders 
Warsaw.” Besides the polonaise and mazurka rhythms pulsing through sectio 
of the Rhapsody, phrases from the Polish and English anthems are worked in 
the scheme toward the end to clarify and enrich the content. 

In the introductory section a melody is given out by the oboe that serves 
link between sections of the Rhapsody. A polonaise then sets in, strong 
rhythmed and in stately mood. The first theme now returns, leading to 
brighter mazurka section. Once more the bridge theme, and then the centi 
episode, a processional device, gets under way. At first faint, it grows to 
shattering fortissimo before fading away again. The brasses intone echoes 
the Polish and English anthems. As if forecasting victory, the music gro’ 
gradually more brilliant and confident as the mazurka tempo returns. 

The Polish Rhapsody is scored for piccolo, two flutes, two oboes, Engli 
horn, two clarinets, two bassoons, four horns, three trumpets, three trombon 
tuba, piano, celesta, xylophone, tympani, snare drum, triangle, and strin 
It was written in Nice in November and December, 1940. 

Alexandre Tansman first studied piano and composition in his native Lot 
having begun to jot down original ideas at the age of nine. His teachers w< 
Gavronski and Vas. Later he went to Warsaw, to study law, but soon switch 
back to music. At twenty-two, while a volunteer in the Polish army, he w 
first and second prizes in a musical contest by the simple device of enteri 
compositions under two pseudonyms. The works were a Romance for Vio 

and Piano and a Suite for Piano, winning in that order. 
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Like other Polish composers before him, notably Chopin, Tansman was 
drawn to Paris. There Vladimir Golschmann, who became a close friend, led 
premieres of Impressions and Intermezzo Sinfonico at his Concerts Golsch¬ 
mann. With Paris as center, Tansman toured widely, coming to America four 
times before finally making it his home. Often he appeared at concerts in the 
triple role of conductor, composer, pianist. 

Chopin’s influence is strong in Tansman’s early music. Traces of the styles, 
of Richard Strauss and Scriabin are noticeable, too. Later influences have been 
Ravel, Stravinsky, and jazz, which flavors some of his music in highly original 
fashion. 

Melodic breadth and inventiveness mark much of his music. The bold 
modernism of certain compositions contrasts sharply with others couched in 
moods of lyric delicacy. Fragments of Polish folk music recur in his works, 
though without literal treatment. 

A writer in Pro Musica observed that Tansman believes music to be an 
absolute and pure art, which has power to act on the sensibilities as well as on 
the intelligence. 

“The Tansman technic,” he goes on, “prefers a long, broad melodic line. 
Thematic subjects are of a considerable length. It is through melodic develop¬ 
ment, Tansman believes, that the classic forms in music can be rejuvenated.” 


L.B. 











Giuseppe Tartini 

born: pirano, istria, Italy, apr. 8, 1692. died: padua, feb. 26, 1770.. 

Tartini was a bit of a mystic . The “Devil*s Trill Sonata** came to him 
in a dream, cmd if it really was inspired by the devil, proves that , 
whatever his other faults, His Satanic Majesty is a musician of the 
first order .— Leopold Auer. 


Concerto for Violin and String Orchestra in D minor 

I. Allegro. II. Grave. III. Presto. 

Tartini’s fame rests mainly on the Devil *> Trill Sonata, which grew out of a 
dream, or perhaps a nightmare. According to the composer, the devil seized his 
violin and conjured unearthly sounds from it. Like Coleridge and his vision of 
Kubla Khan, Tartini woke up and wrote down the dream, using notes instead 
of words. But the Padua master’s claim to a place in music history has broader 
and securer grounds. The Padua school of violin playing founded by him was 
long influential. Tartini’s improvements in bowing became standard equip¬ 
ment in violin technic. In his heyday he was widely feted as the virtuoso of 
virtuosos, and many courts vied for his services. The beauty and passion of his 
style of playing are glowingly recorded by contemporaries. Moreover, he was 
a theorist of marked originality. At least two treatises of his became indis¬ 
pensable guide books. Tartini was the discoverer of the so-called “combination 
tone,” also known as the “difference tone,” the “differential tone,” and the 
“Tartini harmonic.” This was a device first used by him to secure pure intona¬ 
tion. The “differential” is heard when two notes are played with sustained 
intensity. The vibrations of this third note were found to equal the difference 
between the original two. Tartini often told his pupils that if they could hear 
this third note their double-stopping was in tune. 

An early estimate of Tartini’s vast musical output included 200 violin con¬ 
certos. There is a story that 127 concertos by Tartini were offered for sale in 
Venice not long after his death. Many of Tartini’s concertos are probably lost; 
some may still be in private hands, and a good number may be scattered— 
unindexed—in small European libraries. To date, 125 have been accounted for. 
Fifty-nine of them repose in manuscript in the Biblioteca Antoniana at Padua. 
Several others are in the Berlin State Library and the Paris Conservatory. 

A thorough study of the extant collection was made some years ago by a 
Greek student at the Berlin University named Minos Dounias. The researches 
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were published as his doctor’s thesis. In compiling a thematic index of the 
Tartini concertos Dounias grouped them according to keys. Chronological 
order was out of the question, though valid speculation is possible about three 
definite periods in Tartini’s style of composition. Three of the concertos are in 
D minor—Nos. 43, 44, and 45 in Dounias’s tabulation. The third of these is the 
one in which we are interested in the edition made by Joseph Szigeti in 1937. 
It consists of an Allegro (D minor, 3/4), a Grave (A minor, 4/4), and a Presto 
(D minor, 2/4). Mr. Szigeti’s alterations consisted of (1) a short cadenza in 
the first movement; (2) omission of the cadenzas of the second movement, for 
which he substituted a concluding passage based on material taken from the 
first movement; and (3) a cadenza of more normal length in the third move¬ 
ment. Except where he altered the ending of the second movement, Mr. 
Szigeti made very slight changes in the string accompaniment. 

An unusual feature of the D minor Concerto is the 3/4 time of the opening 
movement. The more orthodox marking is 4/4. “Another striking quality,” 
says Mr. Szigeti, “is its departure from the brittle and formalistic plane of the 
typical concerto of Tartini’s day. There is poignancy in the thematic material, 
not quite sad, but poignancy with a smile.” 

Scholars were long baffled by the mottos in cipher appearing over movements 
of Tartini’s violin concertos. The signs included short lines, crosses, angles of 
all kinds, full and half circles, and other geometric figures. When this odd 
script was deciphered, the mottos proved to be poetic quotations, most of them 
bitter and ironic comments on love. Some are pleas for mercy, one or two 
express bleak despair. Whatever it was Tartini was hiding beneath a cipher, it 
assuredly was more than just an impish flair for mystification. Over the Largo 
of the A major Concerto (No. 97) is the following motto, in cipher: "A rivl A 
a fonti, a fiutni correte, amare lagrime, sin che consumi Vacerbo mio dolor 
(“O bitter tears, flowing like streams, fountains, and rivers, without drowning 
this bitter pain of mine”). The good man is even more explicit in the G major 
Concerto (No. 82). "So che pieta non hail” (“I know you have no pity!”) he 
cries out in cipher over the opening page of the Largo. Of course, the reference 
may have been to Signora Tartini. Then, again, it may not have been. 


L.B. 











Deems Taylor 

BORN! NEW YORK, DEC. 22, 1885. 

It is a pleasure to find an American composer of talent who is willing 
to write music that is cheerful, not portentous; whose fancy is delicate; 
who uses a large orchestra discreetly, not chiefly to ma\e a thunderous 
noise .— Philip Hale. 


Suite, "Through the Looking Glass” 

bitten in 1917-1919, the Suite, Through the Looking Glass was originally 
scored for small chamber orchestra consisting of flute, oboe, clarinet, bassoon, 
horn, piano, and strings. In this version it was first played by the New York 
Chamber Music Society on Feb. 18,1921. 

Late that year Mr. Taylor set to work amplifying the score. Two years later, 
it was ready for full symphonic performance. There was also an additional 
movement, “The Garden of Wild Flowers.” Thus altered and extended, the 
Suite was performed by the New York Symphony Orchestra in Brooklyn on 
Mar. 10, 1923, and repeated in Aeolian Hall, New York, the next day. Walter 
Damrosch conducted. Based on Lewis Carroll’s humorous classic, the Suite 
falls into four sections, the first being subdivided into two connected parts, 
I. (a) Dedication; and I. (b) “The Garden of Wild Flowers,” which was added 
to the later version. 

“The Suite needs no extended analysis,” wrote the composer for the program 
book of the New York Symphony premiere. “It is based on Lewis Carroll’s 
immortal nonsense fairy tale. Through the Looking Glass and What Alice 
Found There, and the five pictures it presents will, if all goes well, be readily 
recognizable to lovers of the book.” Printed in the program—and later in the 
published score—were the relevant passages from the book, interlarded with 
Mr. Taylor’s comments. They are as follows: 

I. (a) Dedication —Carroll precedes the tale with a charming poetical foreword, 
the first stanza of which the music aims to express. It runs: 

“Child of the pure unclouded brow 
And dreaming eyes of wonder! 

Though time be fleet, and I and thou 
Are half a life asunder, 

Thy loving smile will surely hail 
The love-gift of a fairy-tale. 
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“And, though the shadow of a sigh 
May tremble through the story. 

For happy summer days gone by, . 

And vanished summer glory— 

It shall not touch, with breath of bale, 

The pleasance of our fairy-tale.” 

A simple song theme, briefly developed, leads without pause to— 

I. (b) “The Garden of Live Flowers”—“O Tiger-Lily,” said Alice, addressing 
herself to one that was waving gracefully about in the wind, “I wish you could talk.” 

“We can talk,” said the Tiger-Lily; “when there’s anybody worth talking to.” 

“And can all the flowers talk?” 

“As well as you can,” said the Tiger-Lily, “and a great deal louder.” 

Shortly after Alice had entered the looking-glass country she came to a lovely 
garden in which the flowers were talking—in the words of the Tiger-Lily, “as well 
as you can, and a great deal louder.” The music, therefore, reflects the brisk chatter 
of the swaying, bright-colored denizens of the garden. 

II. “Jabberwocky”—The theme of that frightful beast, the Jabberwock, is first 
announced by the full orchestra. The clarinet then begins the tale, recounting how, 
on a “brillig” afternoon, the “slithy toves did gyre and gimble in the wabe.” 
Muttered imprecations by the bassoon warn us to “beware the Jabberwock, my son.” 
A miniature march signalizes the approach of our hero, taking “his vorpal sword 
in hand.” Trouble starts among the trombones—the Jabberwock is upon us! The 
batde with the monster is recounted in a short and rather repellent fugue, the 
double basses bringing up the subject and the hero fighting back in the interludes. 
Finally his vorpal blade (really a xylophone) goes “snicker-snack,” and the monster 
impersonated by the solo bassoon, dies a lingering and convulsive death. The hero 
returns, to the victorious strains of his own theme—“O frabjous day! Callooh! 
Callay!” The whole orchestra rejoices—the church bells are rung—alarms and 
excursions. 

Conclusion. Once more the slithy toves perform their pleasing evolutions, undis¬ 
turbed by the uneasy ghost of the late Jabberwock. 

III. “Looking-Glass Insects”—Here we find the vociferous diptera that made such 
an impression upon Alice . . . the Bee-elephant, the Gnat, the Rocking-horse-fly, 
the Snap-dragon-fly, and the Bread-and-butter-fly. There are several themes, but there 
is no use trying to decide which insect any one of them stands for. 

IV. “The White Knight”—He was a toy Don Quixote, mild, chivalrous, ridicu¬ 
lous, and rather touching. He carried a mouse-trap on his saddle-bow, “because, 
if they do come, I don’t choose to have them running about.” He couldn’t ride very 
well, but he was a gentle soul, with good intentions. There are two themes: the first, 
a sort of instrumental prance, being the Knight’s own conception of himself as a 
slashing, dare-devil fellow. The second is bland, mellifluous, a little sentimental— 
much more like the Knight as he really was. The first theme starts off bravely, but 
falls out of the saddle before very long, and has to give way to the second. The two 
alternate, in various guises, until the end, when the Knight rides off, with Alice 
waving her handkerchief—he thought it would encourage him if she did. 
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u J n h r C ~° r ? ° f I ( hrough l h f Poking Glass carries a dedication to Katherine 
Moore Taylor—“from a difficult son.” e 


L. B. 


Fantasy, "Circus Day,” Op. 18 

t S V rf Wh r an “ mmiSSi ° ned DeemS Ta y lor t0 write something for 
bs band. The result was Circus Day. When the composition was premiered by 

the bandmaster in Carnegie Hall in November, 192* it was he J with Ferde 

Grofes instrumentation for jazz orchestra. In 1933, Mr. Taylor rescored his 

Fan asy for symphonic orchestra. This later version was first performed at a 

hldrens Concert of the Philharmonic-Symphony Society. Mr. Taylor then 

W Meiy^ S andyS1S ° f ^ Whkh “ SUbtitlCd “ Eight PktUrCS 

As the title indicates, the music attempts to convey one’s earlv imnrwcbn c 

thit di?d T US ' Y ° U mUSt n0t ’ h ° WeVCr ’ of one of be huge three-ring Iffair! 
that divide their time among the big cities and go into winter quarters at die first 

iftov 2 ° Ur partlCuIar drcus is a much more humble entertainment than thlt 
t travels about the country in trucks and busses, plays under its own tent W 
seldom remains in any town longer than a dav nr tv * n ? an ^ 

is i irr i 

T-S^S,SI P ‘T,° g “ b “ J Wl “ “ I >“ dities permit. 

tTl e fth ment - Presendy l\ hear * ecirc - 

to the further exatement of the spectators As it nassef the , ? f ’ 

p y. This, needless to say, has nothing in common with the tune the bandh nlavW 

-ft 

^ ”2? y °W of’such awiiSr 6 ’ 

^ t “ diy ™ d ** 

*Ud> cany wins; hit itty“ 



DEEMS TAYLOR 737 

(c) The Waltzing Elephants.” The great beasts come into the ring and solemnly 
waltz Jo a tune that is a pachydermous version of the theme of the bareback riders. 

V. Tight-rope Walker. He balances his parasol; he pirouettes, and slips and 
slides as he makes his perilous way along the taut wire; but he never quite falls off. 

VI. Jugglers. They juggle little balls and big ones, knives, dishes, hats, lighted 
candles—what you will. Even the orchestra is seized by the contagion and finally 
j u ggl es its main theme, keeping three versions of it in the air at once. 

VII. “Clowns.” Two of the clowns come out to play us a tune. They begin with 
a great flourish, but are laughed down by their companions. Clown number one 
begins a long speech, is heckled, and gets into a quarrel with the others. Two other 
downs try to play the tune. They fail. Two others try it, with no better success. 
Finally, after a furious argument, the entire clown band manages to play the tune 
through, amid loud applause. 

VIII. Finale. This might better be called “Looking Back.” For the circus is 
over, and we are back at home, trying to tell a slightly inattentive family what we 
saw and heard. The helpful orchestra evokes recollections of jugglers, clowns, bare- 
back riders, tight-rope walkers, trained animals—all the wonders that went to make 
up an unforgettable day. 
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Randall Thompson 

BORN: NEW YORK, APR. 21, 1899. 

Thompson is one of the -finest craftsmen among American composers . 
Whatever he does is beautifully constructed. . . . His style, less 
dissonant than that of Copland and Harris, is more melodious, but the 
music is nonetheless American in spirit .— Douglas Moore. 

Symphony in E minor, No. 2 

I. Allegro. II. Largo. III. Vivace. IV. Andante moderato; Allegro con 
spirito; Largamento. 

The first of Mr. Thompson’s two symphonies dates from 1929, the second, 
in E minor, from 1931, completed at Gstaad, Switzerland, in September of that 
year. The work did not wait long for a hearing. Howard Hanson placed it on 
a program of American music in Rochester on Mar. 24, 1932. New York was 
introduced to the work under the auspices of Bruno Walter and the Phil¬ 
harmonic-Symphony on Nov. 2, 1933, when it enjoyed a tremendous success. 

According to the composer, the Second Symphony is without literary or 
spiritual program. Mr. Thompson s aim was to write four contrasting move¬ 
ments, “separate and distinct,” evolving a sense of balance and completeness in 
the mass, without cyclical unity and development. As regards the scoring, 
he says: 

I have used the ordinary full orchestra by threes. I have not used all the instru¬ 
ments in every movement. Limiting the percussion to cymbals and kettledrums may 
seem to be a curious twist for a contemporary composer. I have been sparing in my 
use of percussive punctuation in an attempt to make the music itself intrinsically 
rhythmic. The ketdedrums are used only in the first two movements; the cymbals 
only in the last two. The orchestra is greatly reduced in the second movement. The 
brass in the scherzo is limited to horns and one trumpet. The trombones and tuba 
are employed only in the last movement. 

Mr. Thompson’s own analysis of his music follows: 

I. Allegro, E minor; two-four time. The movement runs from beginning to end 
without change in tempo. The principal theme is announced immediately by the 
horns, forte, and answered by the trumpets. From this motive is derived a series of 
rhythmic figures which form the toccata-like background of the entire movement. 
The subsidiary theme (G minor, oboes, English horn, and bassoon) is of a more 
reticent nature, but the cellos accompany it in a persistent rhythm. 
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The development section begins quietly, and forms a gradual crescendo, at the 
apex of which the first theme returns in an ominous fortissimo against a counter¬ 
rhythm on the kettledrums. A more extended transition leads to a sinister presenta¬ 
tion of the second theme (C minor, muted trumpets answered by bassoon and 
clarinets antiphonally). At the close, a major version of the second theme in aug¬ 
mentation is sounded fortissimo by the horns and trumpets against the continuous 
pulse of the strings. The movement subsides, apparently to end the major. An abrupt 
minor chord brings it to a close. 

II. Largo, C major; four-four time. The violins play a warm, quiet melody against 
pizzicato chords in the cellos. A contrasting melody is sung by the oboe. The move¬ 
ment is not long, but its mood is concentrated. It ends simply, on a C major chord 
with lowered seventh. 

III. Vivace; seven-four time. Scherzo with trio. The first section begins In G 
minor and ends in D minor. The trio (Capriccioso, six-eight and nine-eight time) 
progresses from B major to G major. The first section returns transposed. Now 
beginning in C minor and ending in G minor, it serves as a kind of extended 
“subdominant answer” to its former presentation. There is a short coda making an 
intensified use of material from the trio. 

IV. Andante moderato—Allegro con spirito—Largamente, E major. The slow 
sections which begin and end this movement serve to frame the Allegro, a modified 
rondo. 

The theme of the Allegro is a diminution of the theme of the first and last sections. 
The Largamente employs for the first time the full sonorities of the orchestra in a 
sustained assertion of the principal melody. 

The symphony is dedicated to Mr. Thompson’s wife. 




Virgil Thomson 

BORN; KANSAS CITY, NOV. 25 , 1896 . 

He 1S ° Ur musical scairist > our Satie .— John Tasker Howard. 


“Symphony on a Hymn Tune” 

breve r0dUCtI011 ^ Alkgr °‘ IL Andante “ntabile. III. Allegretto. IV. Alla 
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The Symphony is based on the old Scotch melody that is sung in the South 
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T f S™." print b y ^ p 4« Of Kentucky of th e lS 

«.s°LlT” W * r ' ! «—* familiar 

Jesus -Loves Me,, appears as a secondary theme. 

Mr. Thomson’s work is in four movements, each a variation or development 
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. v g J f d ’ and fo k orish m s T Ie ’ evoking nineteenth-century rural America’ 
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This movement was used by Mr. Thomson in a slightly altered version as the 
finale of Pare Lorentz’s film “The River,” for which he composed the musical 
score. 

The Symphony is scored for two flutes (one playing also piccolo), two oboes, 
two clarinets, two bassoons, one contra-bassoon, four horns, two trumpets, three 
trombones, tuba, kettledrums, snare drums, ratde, tambourine, triangle, cym¬ 
bals, tam-tam, bass drum, and the usual strings. 

Mr. Thomson conducted the premiere of his symphony on Feb. 22, 1945, at 
a New York Philharmonic-Symphony concert directed by Artur Rodzinski. 
He gives the following information about himself: 

I was born in Kansas City, grew up there, and went to war from there. That was 
the other war. Then I was educated some more in Boston and Paris. In composition 
I was a pupil of Nadia Boulanger. While I was still young I taught music at Harvard 
and played the organ at King’s Chapel, Boston. Then I returned to Paris and lived 
there for many years, till the Germans came, in fact. Now I live in New York, where 
I am music critic of the Herald Tribune . 

My best-known works are the opera Four Saints in Three Acts (libretto by 
Gertrude Stein), “The Plow That Broke the Plains” and “The River” (films by Pare 
Lorentz), though there are also symphonies and string quartets and many other 
works in many forms. I have made over a hundred musical portraits, too, all of them 
drawn from life, the sitter posing for me as he would for an artist’s portrait. 

Mr. Thomson is the author of two books: The State of Music and The 
Musical Scene, as well as of numerous magazine articles on subjects ranging 
from esthetics to new trends in world music. 

Mr. Thomson made his Carnegie Hall debut as conductor in 1923, when he 
led a concert of the Harvard Glee Club in a program of ancient and modem 
choral works. Among the compositions listed was a Latin motet of his own, 
entitled Tribulations . 

L. B. 


Suite from the Ballet "Filling Station 55 

The ballet Filling Station was first produced by the Ballet Caravan, Lincoln 
Kirstein, director, in Hartford, Jan. 6, 1938. Lew Christensen did the choreog¬ 
raphy, and Paul Cadmus designed the costumes. The following synopsis of the 
action in Filling Station was carried in the program of the Ballet Caravan: 

America has so many kinds of people in so many parts of the country, with so 
many different local stories, that it is difficult to find a fable to fit a modern Hero. 
But everyone who has ridden in an automobile recognizes the typical self-reliant,, 
resourceful, and courteous Filling Station mechanic as Friend indeed. We call him 
Mac. He keeps his washroom spick and span. The chromium on his pumps gleams. 
His road maps are neatly stacked to be given away on request. His friends are two- 
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truck drivers, Roy and Ray, chased by a State Trooper, who warns them against 
speeding and overloading. A distressed Motorist inquires the route he has S 
wife and child burden him down with demonstrations of domestic bhi A 5 

cre^ioflnJ m ’!? ^ b °°r u laSt ^ Bdlet thuS ex P Iains the problems facing the 
creation and production of the piece and the manner in whidh they were sofvol: 

When we were planning to mount a ballet on an evervdav subiert u a „ 

ri; 1 softer we of a1 ' r** 1 • *2 

mass of workers. . . . d da 1 W 6n0U S h dan “rs to suggest a 

station. It woulVSogiS'pkce H which work ^ Idl! Cr ° SSr ° ads and wa 7 
kinds of people could meet. ... f COldd be done and where different 

in existeM^siLTCTMTOnfLmld™^! 6 006 UP ’ ^ disCovered that i£ wa s already 

^ a complete ^ - 

Mr. Thomson, discussing the score of Filling Station, has written: 

Lri ^ d “ 

tune known in England as “For hS • 11 1 j r excc P tln & m the case of the 

go horn until morning,” which sm ” h “ ” ” V '- 

* incidents o f ^'^'.^1“ l “' b “ d ” ! “ 4 “ “ 

tk ' ^ s “i“ » * 


R. C. B. 



Ernst Toch 

BORN: VIENNA, DEC. 7 , 1887 . 

There must he form—the outer shape dictated hy a wor1(s inner 
organic life . That form will present , in some aspect, a struggle between 
differing concepts . There must be a curve as inevitable as the trajectory 
of a shell .— Ernst Toch. 


"Big Ben 55 : Variation Fantasy on the ‘Westminster Chimes 

"Written in New York during the fall of 1934, while the composer was on the 
staff of the New School for Social Research, this work was given its first 
performance by the Boston Symphony Orchestra on Dec. 20, of that year. 

■^ r * Toch visited England in 1933 and 1934. On one of those fog-enshrouded 
evenings, he was walking across the Westminster Bridge in London. As he did 
so he heard the deep-toned chimes of Big Ben announcing the hour. Though 
he had listened to them on many other occasions, they seemed now to be 
especially strange and moving, muffled, as they were, in the mist that blanketed 
the river Thames. There and then he hit on the idea to compose a fantasy in 
variation form, basing it on the memorable song of Big Ben. 

Dr. Toch has described the impressions he received on that foggy midnight 
and, discussing the genesis of his work, he has said: “The familiar theme 
lingered in my imagination for a long while, and evolved into other forms, 
somehow still connected with the original one, until, finally, like the chimes 
themselves, it seemed to disappear in the fog from which it emerged. I have 
sought to fix the impression in my Variation Fantasy.” 

The score calls for two flutes, piccolo, two oboes, English horn, two clarinets 
in B flat, clarinet in E flat, two bassoons, four horns, four trumpets, three 
trombones, bass tuba, tympani, low chimes (E-D-C-G), small chimes, large 
drum, side drum, cymbals, xylophone, triangle, castanets, two small Chinese 
wood drums, tam-tam, celesta, harp, and strings. 

The piece begins and ends with the statement of the Westminster chimes, 
played against figures in the violins and, later, against a roll of the tympani 
and small drums. Variations are suggested, here and there, through the juxta¬ 
position of different tempi. 

Ernst Toch came of a family of merchants. He seems to have been the only 
one of the line to turn to music for a career. He attended the Vienna Conserva¬ 
tory of Music and subsequently, by way of a scholarship, the Conservatory at 
Frankfurt-am-Main. He taught at the Mannheim Hochschule fur Musik until 
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the beginning o£ the First World War when he enlisted in the Austrian army, 
serving in the infantry on both the Italian and Russian fronts. 

On his return to civilian life he took up composing and soon earned wide 
renown. He has written a number of operas, orchestral music, chamber music, 
and pieces incidental to stage productions. Latterly he has written several scores 
for films. 

R. C. B. 

"Pinocchio, A Merry Overture” 

While visiting Alvin Johnson, director of the New School for Social Research 
in New York in 1935, Ernst Toch became acquainted with Carlo Collodi’s 
famous story of the puppet Pinocchio. Mr. Toch had been teaching at the 
New School. He prompdy decided to write an overture on the subject of 
Pinocchio. The “merry” result of his decision is dedicated to Mr. and Mrs. 
Johnson. 

On the title page o£ the score is printed the following stanza: 

Italian lore would have us know 
That gay marionette Pinocchio! 

With deviltry and gamin grace 
He led them all a merry chase. 

Readers of Pinocchio will wonder at the interpretation of the pathetic little 
misfit who is its subject as a “gay” marionette instinct “with deviltry and gamin 
grace.” & 

The score also carries this description of the animated puppet: 

Pinocchio is a legendary figure in Italian folklore created by Carlo Collodi. 
According to the story, he was fashioned by old Gepetto, a wood carver, from a 
curiously animated piece of wood. His rascally demeanor and mischievous escapades 
pve his creator many an anxious moment. His particular failing was fibbing, each 
he prompting his already long nose to grow longer. He is a sort of brother-in- 
mischief to the German Till Eulenspiegel. To this day Italian children are warned 
by their elders that their noses will grow as long as Pinocchio’s if they do not tell 
the truth. 

The work is scored for two flutes, piccolo, two oboes, two clarinets, two 
bassoons, two trumpets, two horns, three trombones, kettledrums, triangle, 
side drum, cymbals, xylophone, and the usual strings. 





Peter Ilyitch Tschaikowsky 

born: votkinsk, may 7, 1840. died: st. Petersburg, nov. 6, 1893. 

Because of its opportunities for soul expansion, music has ever 
attracted the strong, free sons of earth . The most profound truths, 
the most blasphemous things, the most terrible ideas, may be incor¬ 
porated within the walls of a symphony, and the police be none the 
wiser . Supposing that some Russian professional supervisor of artistic 
anarchy really knew what arrant doctrines Tschai\ows\y preached! 
It is its freedom from the meddlesome hand of the censor that 
ma\es of music a playground for great brave souls .— James Gibbons 
Huneker. 


Symphony in C minor, No. 2, Op. 17 

I. Andante sostenuto; Allegro vivo. IL Andantino marziale, quasi moderato. 

III. Scherzo: Allegro molto vivace. IV. Finale: Moderato assai. 

Embedded in Tschaikowsky’s Second Symphony is one of the little ironies of 
Russian music. Though at one time close to it, Tschaikowsky was never identi¬ 
fied with the school of Russian nationalism launched by “The Five”—Balakireff, 
Rimsky-Korsakoff, Cui, Borodin, and Moussorgsky. In fact, critical spokesmen 
of the group later denounced Tschaikowsky’s music as eclectic, Western, non- 
Russian. They taunted him with being drawn to German and Italian models, 
rather than to native sources for inspiration. Much of their criticism reads like 
a patriotic tirade against some dangerous renegade. Yet, Tschaikowsky’s Second 
Symphony is drenched in Russian color. The themes of the first and last move¬ 
ment are based on “Little Russian” ( Maloruss\i ) folk melodies, whence the 
term “Little Russian Symphony,” often used as a descriptive subtitle for the 
C minor. For a time “The Five,” the self-styled Kooch\a (literally, “little heap 
or huddle”) of Russian nationalism, hailed the Symphony as a token of 
Tschaikowsky’s conversion. But not for long. The cleavage widened again, 
relations became strained, and Tschaikowsky resolved to continue along his 
own path. How sharp the divergence grew may be gathered from a passage in 
a letter to his brother written only one year after the Moscow premiere of the 
Second Symphony. There he speaks of Moussorgsky’s music as “the lowest, 
commonest parody of music; it may go to the devil for all I care.” In retrospect, 
the controversy between the “Westerns” and the “Nationals” of nineteenth- 
century Russian music seems futile and regrettable. The concert repertory, 
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indifferent to die claims of “schools,” has found room for their best composi- 
td R rr f° d ”“- Russi “ would now probably a™ 
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One of the earliest American appraisals of Tschaikowsky s Second Sym¬ 
phony, first rendered here by the New York Symphony Society in 1883, was 
that of the noted critic and essayist, James Gibbons Huneker. He wrote: 

In it Tschaikowsky begins to reveal his skill in orchestration, and the themes of 
the first movement are all strong; at least two of its movements are not symphonic 
m character. The first Allegro, the strongest, is very Russian in thematic quality. 
The entire movement is characterized by a bizarre freedom, even recklessness. But 
there can be no doubt about the skill of its maker. The fantastic Durchfuhrungsatz 
and the melancholy beauty of the opening—and very Slavic theme—are intimations 
of the greater Tschaikowsky who came later. He omits the slow movement and 
marches us to the lilting rhythms of Raff and Gounod. The harmonies are more 
piquant, for the Russian wields a marvelous color brush. It is a clever episode, yet 
hardly weighty enough for symphonic treatment. For that matter neither is the 
banal march in Raff’s Lenore Symphony . The Scherzo that follows is in the Saint- 
Saens style. It reveals plenty of spirit and there is the diabolic, riotous energy that 
pricks the nerves, yet never strikes fire in our souls. . . . The Finale is very charm¬ 
ing, and the variation-making genius of the composer peeps out. The movement 
has the whirl and glow of some wild dance mood, and over all Tschaikowsky has 
cast the spell of his wondrous orchestration. In the work are potentialities that are 
realized in his later symphonic works. It is our beloved Tschaikowsky, but as yet in 
precipitation. In style immature, there is much groping after effects—effects which 
he used with such a sure touch in Hamlet and Francesca. Those piano staccato 
chords for the brass choir, a genuine mannerism, are already here, and his fondness 
for chromatic scales, contrapuntally used, may be noted. An interesting symphony! 

I. A long introduction (Andante sostenuto, C minor, 4/4) built partly on a 
typical Slavic theme, elegiac in mood, precedes the main section (Allegro vivo) 
of the first movement. Violins announce the principal subject, with other strings 
accompanying. The orchestra develops the material before the oboe brings in a 
second theme, of lyric and mellow character, supported by clarinets and bas¬ 
soons. Violas and cellos pick up the theme, as the violins counter with one of 
their own. Fragments of the folk-line melody first used in the Introduction are 
heard again in the coda, which dwindles back to an Andante sostenuto. 

II. The second movement (Andantino marziale, quasi moderato, E flat 
major, 4/4) opens and closes to a roll of tympani rhythms. Clarinets and bas¬ 
soon join in the opening march theme, taken from Tschaikowsky’s unpublished 
opera Undine, which the St. Petersburg Opera turned down in 1869. First 
violins give out the second theme, espressivo, repeated by bassoons and cellos. 
Then the march theme is back. Both subjects are developed fully. The march 
is stated again brilliantly by the orchestra, and the movement fades out to the 
returning beat of the kettledrums. 

III. Brimming with rollicking rhythms and sharp changes of mood, the 
Scherzo (Allegro molto vivace, C minor, 3/8) opens with the first theme in 
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e violins. Descending chromatics in the second violins and violas lead to the 
second subject, also assigned to the first violins. There is a repetition of the first 
theme and the trio begins (L’istesso tempo, E flat major, 2/8). This is based on 
a simple song of Slavic flavor, first chanted by horns and wood winds. There is 
some whimsical bandying about of the material, ending in a crisp exchange 
between wood winds and strings. The Scherzo section returns, leading to a 
coda containing echoes o£ the trio theme. 

IV. After an introductory passage (Moderate assai), the Finale gets under 

S W i- the fi [ St r! im announcin g ^ Aief theme (Allegro vivo, C major, 
2/4). This is the little tune “The Crane,” which, more than anything else, 
prompted Nicholas Kashkin to christen the C minor the “Little Russian 
Symphony.” A plain, eight-bar melody, it undergoes varied, shifting treatment, 
before the strings introduce a second theme, more expressive and Tschai- 
owskys own fins tune. This, too, is subjected to interesting variation. Both 
themes are heard again in succession, finally combined. The material is worked 

up with furious verve in a brilliant Presto, where the first theme has the last 
word. 


L. B. 


Symphony in F minor, No. 4, Op. 36 

I. Andante sostenuto; Moderate con anima in movimento di valse. II. An- 
dantino in modo di canzona. III. Scherzo: Pizzicato ostinato; Allegro. 

IV. Finale: Allegro con fuoco. 

At first sight, this Symphony arouses no cherchez-la-femme mystery. Seem- 
ingly, the lady is not far to seek. In fact, Tschaikowsky throws off the search in 
his dedication. The lady is Madame Nadia Filaretovna von Meek. She was his 1 

loyal confidante and benefactress. The least Tschaikowsky could do was to ! 
dedicate a symphony to her. Comfort and encouragement in the form of checks 
an a u atory letters from Mme. von Meek saw the sorrowing Slav through 
many bleak periods. ° 

The association has been called “the most amazing romance in musical 
history. That the “romance” was purely platonic does not make it any the 
less amazing.” Whatever Mme. von Meek’s secret hopes and longings, 
Tschaikowsky shrank from carrying the liaison beyond an epistolary scope. 
Mme von Meek resigned herself to an advisory role of patroness friend, and ‘ 
played it nobly. The world reveres her for it. "Our symphony,” Tschaikowsky 
wrote to her, communicating his intention to dedicate the Fourth to her. 

rx u ieVe y ° U WlU find i<: in echoes o£ y° ur deepest thoughts and feelings.” 

mat Tschaikowsky meant, of course, was "my deepest thoughts and feel- 
mgs. The plural possessive "ours" is gallant rather than collaborative. Even 
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so, he could with more truth than courtesy have written to another woman, 
Antonina Ivanovna Miliukov, in similar style. Antonina was Tschaikowsky’s 
wife in a domestic farce lasting two weeks. The whole episode—spanning a 
wild sequence of engagement, marriage, flight in the night, attempted suicide, 
separation—nestles snugly in the period of the Symphony’s origin. Antonina 
would have understood the words “our symphony.” Only fate and brother 
Anatol saved it from becoming Tschaikowsky’s obituary. Not that it was 
Antonina’s fault. Far from it. But no psychological analysis of the Fourth can 
be complete without her. 

The girl was a conservatory pupil. Tschaikowsky’s music had begun to act 
like a potion upon her, and through it she had come to a slavish, fanatic worship 
of the composer. Next followed written avowals of passion which at first 
amused Tschaikowsky, then alarmed him, and finally, as they became frantic, 
haunted him. The girl was persistent, and as her pleas became more frequent, 
they grew more piteous and despairing. To make matters worse, the sensitive 
Tschaikowsky was immersed at the time in his romantic opera Eugene Onegin . 
He had just composed music for Tatiana’s impassioned love letter to Onegin. 
Antonina’s own plight was too much like the spurned Tatiana’s to be lost on 
Tschaikowsky’s susceptible nature. Onegin’s cold disdain had virtually wrecked 
the girl’s life, and it suddenly dawned on the composer that Antonina might 
even kill herself. In a moment of dramatic self-analysis, he probably saw him¬ 
self as another and more heartless Onegin. The situation was not unflattering 
to his vanity. 

At length, he made a courteous offer of friendship, but the gesture only 
stirred up more trouble. After studious delay, Tschaikowsky finally granted the 
long-sought meeting. Antonina was convinced she had won. Tschaikowsky 
depicted himself to her as a morose, ill-tempered neurotic who would assuredly 
drive her mad. But the girl was not to be balked of her prey: there was only 
one way out—marriage. With a sigh of helplessness, Tschaikowsky gave in, 
and they were soon engaged. Attempts to break the engagement proved futile, 
for Antonina was bent on becoming Mrs. Tschaikowsky at all costs. They 
were married, and in a few lurid days Tschaikowsky had already fled for his 
sanity. Then came a reconciliation, and now followed two dreadful weeks of 
tragico-farcical life together in Moscow. One night, in a wild daze, Tschai¬ 
kowsky fled again, wandering about wildly till he reached the Moscow River. 
He had made up his mind. He waded in till he stood waist deep in the cold 
water, hoping to freeze to death. Luckily, he was seen standing there and 
rescued in time. 

Though for long he bordered on insanity, somehow the bewildered composer 
came through the crisis with his reason intact. His brother Anatol took him to 
Switzerland, and slowly Tschaikowsky returned to his normal self. He never 
saw Antonina Ivanovna again. The clinical aspects of this curious mesalliance 
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have been thoroughly aired in recent years. Through the publication of long- 
withheld letters, fresh light was thrown on Tschaikowsky’s temperament. It is 
obvious, and should have been obvious to all who knew Tschaikowsky well, 
that Antonina and he were mentally and physically incompatible. The gentle¬ 
man to the end, Tschaikowsky never made a harsh reference to his wife. And 
Antonina, for her part, graciously cleared him in her memoirs. Reviewing the 
whole episode in temperate tones, she observed, “Peter was in no way to blame.” 

During this period, which extends from May to September, 1877, Tschai¬ 
kowsky worked on his Fourth Symphony. Just how much of his private woes 
was transmuted into symphonic speech cannot be determined, even from 
Tschaikowsky’s own written confidences. Possibly, the Symphony was an 
avenue of escape from his mounting anxieties. Anyway his completion of the 
sketch coincides with his engagement to Antonina in May. The orchestration 
of the first movement took up a month, from Aug. 11 to Sept. 12—the breath¬ 
ing spell between his two flights from Antonina. Then followed the nerve- 
racking fortnight in Moscow. The other three movements were completed in 
the Swiss Alps, where, thanks to his brother, he regained his full sanity and 
working tempo. A passage in a letter to Mme. von Meek, during the Antonina 
regime, suggests an explanation of Tschaikowsky’s abstract talk of Fate in 
connection with his Fourth: “We cannot escape our fate, and there was some¬ 
thing fatalistic about my meeting with this girl.” In January, 1878, when the 
whole dismal affair was safely locked away in the past, he wrote to Mme. von 
Meek that he could only recall his marriage as a bad dream: 

Something remote, a weird nightmare in which a man bearing my name, my 
likeness, and my consciousness acted as one acts in dreams: in a meaningless, dis¬ 
connected, paradoxical way. That was not my sane self, in possession of logical and 
reasonable will powers. Everything I then did bore the character of an unhealthy 
conflict between will and intelligence, which is nothing less than insanity. 

Tschaikowsky wrote to the composer Tanieff that there was not a single bar 
in his Fourth Symphony which he had not truly felt and which was not an 
echo of his ‘most intimate self.” He frankly avowed the Symphony’s “pro¬ 
grammatic ’ character, but declared that it was “impossible to give the program 
in 'words.. Yet, to Mme. von Meek, who insisted on knowing the full spirit ual 
and emotional content of the Symphony, he wrote out a detailed analysis which 
has long been familiar to concert audiences. In reading it the listener usually 
Goes one of three things: takes it literally; regards it as irrelevant to the music 
as such; relates it to Tschaikowsky’s private life. There is the fourth choice of 
combining all three. In that choice lies the synthesis of mind, emotion, and 
external stimuli which is regarded as the very essence of art. 

Our Symphony has a program. That is to say, it is possible to express its contents 
in words, and I will tell you—and you alone—the meaning of the entire work and 
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its separate movements. Naturally I can only do so as regards its general features. 

The Introduction is the kernel, the quintessence, the chief thought of the whole 
Symphony. This is Fate, the fatal power which hinders one in the pursuit of 
happiness from gaining the goal, which jealously provides that peace and comfort 
do not prevail, that the sky is not free from clouds—a might that swings, like the 
sword of Damocles, constantly over the head, that poisons continually the soul. 
This might is overpowering and invincible. There is nothing to do but to submit 
and vainly to complain. 

The second movement shows another phase of sadness. Here is that melancholy 
feeling which enwraps one when he sits at night alone in the house exhausted by 
work; the book which he had taken to read has slipped from his hand; a swarm 
of reminiscences has arisen. How sad it is that so much has already been and gonel 
And yet it is a pleasure to think of the early years. One mourns the past and has 
neither the courage nor the will to begin a new life. One is rather tired of life. 

There is no determined feeling, no exact expression in the third movement. Here 
are capricious arabesques, vague figures which slip into the imagination when one 
has taken wine and is slightly intoxicated. The mood is now gay, now mournful. 
One thinks about nothing; one gives the fancy loose rein, and there is pleasure in 
drawings of marvellous lines. Suddenly rush into the imagination the picture of a 
drunken peasant and a gutter song. Military music is heard passing by in the dis¬ 
tance. These are disconnected pictures which come and go in the brain of the sleeper. 
They have nothing to do with reality; they are unintelligible, bizarre, out at the 
elbows. 

Fourth movement. If you had no pleasure in yourself, look about you. Go to the 
people. See how they can enjoy life and give themselves up entirely to festivity. 
The picture of a folk holiday. Hardly have we had time to forget ourselves in the 
happiness of others when indefatigable Fate reminds us once more of its presence. 
The other children of men are not concerned with us. They do not spare us a glance 
nor stop to observe that we are lonely and sad. How merry and glad they all are. 
All their feelings are so inconsequent, so simple. And you will still say that all the 
world is immersed in sorrow? There still is happiness, simple, native happiness. 
Rejoice in the happiness of others—and you can still live. 


Symphony in E minor, No. 5 , Op. 64 

I. Andante: Allegro con anima. II. Andante cantabile, con alcuna licenza. 
III. Valse: Allegro moderato. IV. Finale: Andante maestoso; Allegro 
vivace. 

If surroundings alone determined the mood of a piece of music, Tschaikowsky’s 
Fifth Symphony, composed one summer in a country villa near Klin, would 
be a sunlit idyl. Of course it is nothing of the sort, for though Tschaikowsky 
responded keenly to outdoor beauty, he was a prey to gloomy thoughts and 
visions that constantly found their way into his music. His own inner world 
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crowded out the other. Frolovskoe, where he wrote his Symphony in 1888, was 
a charming spot, fringed by a forest. Between spurts of composing he took long 
walks in the woods and puttered around the villa garden. 

On his return from Italy two years later he found that the forest had been 
cut down. “All those dear shady spots that were there last year are now a bare 
wilderness,” he grieved to his brother Modeste. This is nothing to what he 
would say if he saw the vandalized Tschaikowsky museum at Klin, completely 
wrecked by Hitlers retreating hordes and subsequently restored by the Soviet 
government. Ironically, Tschaikowsky also composed his Hamlet Overture in 
the sylvan retreat at Frolovskoe, though from his own and others’ description, 
the place was a better setting for an “As You Like It” symphonic fantasy, say. 

The first intimation that Tschaikowsky was considering a new symphony 
appears in a letter to his brother Modeste dated May 27, 1888. A dread that he 
had written himself out as composer had been steadily gaining a grip on 
Tschaikowsky’s mind. He had complained about his imagination being “dried 
up.” He felt no urge to write. Finally he resolved to shake off the mood and 
convince the world and himself there were still a few good tunes in him. 

I am doping to collect, little by little, material for a symphony,” he writes 
to his brother on May 27. The following month we find him inquiring of his 
lady bountiful, Nadia von Meek, “Have I told you that I intended to write 
a symphony? The beginning has been difficult; but now inspiration seems to 
have come. However, we shall see.” In the same letter he makes no bones about 
his intention to prove that he is not “played out as a composer.” 

On Aug. 6 he reported progress on the new work. “I have orchestrated half 
the symphony,” he writes. “My age, although I am not very old, begins to tell 
on me. I become very tired, and I can no longer play the piano or read at night 
as I used to do. Ill health troubled him during the summer months, but by 
•^• u g- 26 he was able to announce the completion of the Symphony. At first he 
was dissatisfied with it. Even the favorable verdict of a group of musical friends, 
among them Taneieff, did no good. 

Early performances of the Symphony only strengthened Tschaikowsky’s 
misgivings. The work was premiered in St. Petersburg on Nov. 17, 1888, with 
Tschaikowsky conducting. A second performance followed on Nov. 24, at a 
concert of the Musical Society, with the composer again conducting. Then 
came a performance in Prague. The public was enthusiastic. The critics, on 
the other hand, almost unanimously attacked it as unworthy of Tschaikowsky’s 
powers. In a letter to Mme. von Meek in December he expressed frank disgust 
with the Symphony: 

Having played my Symphony twice in Petersburg and once in Prague, I have 
come to the conclusion that it is a failure. There is something repellent in it, some 
over exaggerated color, some insincerity of fabrication which the public instinctively 
recognizes. It was clear to me that the applause and ovations referred not to this but 
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to other works o*. mine, and that the Symphony itself will never please the public. 
All this causes a deep dissatisfaction with myself. 

It is possible that I have, as people say, written myself out, and that nothing 
remains but for me to repeat and imitate myself. Yesterday evening I glanced over 
the Fourth Symphony, our symphony. How superior to this one, how much better 
it is! Yes, this is a very, very sa3 fact. 

A composer who was still to write the Hamlet overture fantasy, the Sleeping 
Beauty and Nutcracker ballets, the opera Pique Dame, and the Pathetic 
Symphony was anything but “written out,” as Tschaikowsky feared! 

After the Symphony triumphed in both Moscow and Hamburg, Tschai¬ 
kowsky speedily changed him mind and wrote to his publisher Davidoff: 
“I like it far better now, after having held a bad opinion of it for some time.” 
He speaks of the Hamburg performance as “magnificent,” but expresses his old 
complaint about the Russian press, that it “continues to ignore me,” and be¬ 
moans the fact that “with the exception of those nearest and dearest to me, no 
one will ever hear of my successes.” Modeste Tschaikowsky attributed the 
work’s early failure in Petersburg (Le. } with the critics) to his brother’s poor 
conducting. 

The assumed programmatic content of the Fifth Symphony has aroused 
much speculation. Most analysts are convinced that Tschaikowsky had a 
definite autobiographical plan in mind. Yet he left no descriptive analysis such 
as we have of the Fourth Symphony. There he had set out to depict the 
“inexorableness of fate.” One Russian writer discerned “some dark spiritual 
experience” in the Fifth. “Only at the close,” he observed, “the clouds lift, the 
sky clears, and we see the blue stretching pure and clear beyond.” 

Ernest Newman spoke of the sinister motto theme first announced in the 
opening movement as “the leaden, deliberate tread of fate.” Many have agreed 
with Newman in classing the Fifth with the Fourth as another “fate” 
symphony. 

“The Symphony begins with a bodeful phrase, announced by the clarinets 
against chords in the strings. The phrase is reiterated in the course of the first 
three movements, now with imperious emphasis, now like a veiled but ominous 
threat. It might be likened to the greeting of the Trappist monks: ‘Brother, 
remember death!’ 

“In the Finale the motto phrase, which has appeared like a sinister intruder, 
an unwelcome guest at the musical feast, emerges as the chief thematic factor, 
not only of the introduction to the Finale, but of the whole movement. Here, 
however, it is expanded in form and presented not in the minor but in the 
major. 

“After the prefatory Andante (E minor, 4/4) the first movement proper 
follows (Allegro con anima, 6/8). The principal subject, given out by clarinet 
and bassoon in octaves, is said to stem from a Polish folk song. 
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„ 2?? *7 i m ° Vement Andante cantabile, con alcuna licenza, D major, 
12/8) is a lyrical romanza. The songlike chief subject is allotted first to a horn, 
then to a cello and afterward to a body of strings. Twice the flow of the music 
is interrupted by the Symphony’s menacing motto. 

Instead of a scherzo the third movement offers a graceful waltz (Allegro 
moderate, A major 3/4). But before it has danced its course, clarinets and 
bassoons intone the theme of ‘fate’ as from a distance. 

“* he Fi 7* Tlf^te maestoso > E ^jor, 4/4; Allegro vivace, E minor, 
2/2), in which the fate’ theme appears in the major, is traditionally supposed 
to depict a psychological reversal-defeat turning into triumph. Yet others, less 
optimistic, whatever Tschaikowsky himself may have intended, hear the pomp 
and frenzy as of a madman who imagines himself king ,” 

The Symphony is scored for three flutes (one interchangeable with piccolo), 
two oboes, two clarinets, two bassoons, four horns, two trumpets, three trom¬ 
bones, tuba, three ketdedrums, and the strings as usual 


L.B. 


Symphony in B minor, No. 6 ("Pathetic”), Op. 74 

I. Adagio; Allegro non troppo. II. Allegro con grazia. III. Allegro molto 
vivace. IV. Finale: Adagio lamentoso. 

Sometime before he wrote the Pathetic, Tschaikowsky had partially composed 
a Sixth Symphony First drafts were done on his return voyage from America 
m the spring of 1891. However, the unpredictable Tschaikowsky tore up the 
manuscript in one of his frequent moods of depression and doubt over his 
alleged inability to create. In December, 1882, he wrote to his nephew Davidow, 
he symphony is only a work written by dint of sheer will on the part of the 
composer; it contains nothing that is interesting or sympathetic. It should be 

irrevocable ^ determination on P art « admirable and 

We first hear of the Pathetic Symphony— which, by the way, had not yet been 

given that name-m another of Tschaikowsky’s letters, this time to his brother 
Anatol (February, 1893). He says: 

lam now wholly occupied with the new work ... and it is hard for me to tear 

rf. away from lL 1 7 ieve h comes int0 bein § as die best of my works. I must 
t as soon as P 0SS1 e, for I have to wind up a lot of affairs and I must soon 

Eased i t y ° U ^ 1 had C ° m P leted a Symphony which suddenly dis- 

I’n t0re * up - NoW 1 have com P° sed a new aphony M I 

certainly shall not tear up. J 
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He more fully explains his intentions regarding this new work in a letter to 
Davidow written the following day. He describes his joy with the projected 
Symphony; he tells of a mysterious program associated with it—“let them guess 
it who can.” He relates how speedily he composes, how novel is the form, how 
persuaded he is that “his day is not yet over,” and so on. Yet, as it turned out, 
later progress on the Symphony proved scarcely as rapid as he had envisioned, 
for in August, 1893, we find him “sitting all day over two pages.” 

The Symphony was composed in a little two-story house at Klin. He found 
contentment in the secluded surroundings, for the dwelling and its pretty 
garden were situated in a wood not far from the high road to Moscow. On 
Oct. 19, he left Klin forever (though he did not know it then). He went to 
Moscow to attend a funeral where he met his friend Kashkin. They talked of 
life and death, Tschaikowsky, oddly enough, being in particularly lively spirits. 
“I told Peter,” said Kashkin, “that he would outlive us all. He disputed the 
likelihood, yet he added that never had he felt so well and happy.” The con¬ 
versation took another turn when the composer asserted his strong belief in the 
first three movements of the Symphony, adding, however, that he was doubtful 
about the last. He even suggested that after the premiere he might destroy the 
Finale and write a new one. 

When he arrived in St. Petersburg he was still in excellent spirits, looking 
forward eagerly to the day of the first performance. Mercurial soul that he was, 
though, he soon became morose when it seemed that the musicians did not 
respond to the Symphony at rehearsals. Tschaikowsky had always held great 
stock in the reactions of orchestra men, conducting well when he felt they 
admired his music. We are told, “A cool facial expression, an indifferent glance, 
a yawn—these tied his hands; he lost his readiness of mind, he went over the 
work carelessly, and cut short the rehearsal, that the players might be freed 
from their boresome work.” And all the time Tschaikowsky knew that he had 
never composed and never would compose a greater symphony than this. 

The introductory performance took place, finally, on Oct. 28, Tschaikowsky 
conducting. “There was applause and the composer was recalled,” says Modeste 
Tschaikowsky, “but with more enthusiasm than on previous occasions. There 
was not the mighty, overpowering impression made by the work when it was 
conducted by Napravnik, on Nov. 18, 1893 [twelve days after Tschaikowsky’s 
death] and later, wherever it was played.” 

After the world premiere the composer sat at a tea table in a thoughtful 
mood. He told Modeste that the Symphony was shortly to go to the publisher 
and that he regretted not having coined a title for it. “No. 6” seemed too lonely 
by itself and “Program Symphony” appealed to him not at all. He asked, 
“What does 'Program Symphony’ mean when I will give it no program?” 
Modeste, in a helpful spirit, suggested the title “Tragic,” which Peter turned 
down. “I left the room before he had come to a decision,” Modeste tells us. 
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“Suddenly I thought, ‘Pathetic,’ I went back m th 
though it were yesterday—and I said , a ^ room—I remember it 
and h. wroJin”, p“ *“><»’ 

On Nov. 1, Tschaikowskv went m , a 6 ^ Wl11 forever remain.” 
by Ostrowsky. He visited the actor W.rf ° r ? a f ce of A Warm Heart, a ph 
how or other, the talk turned to spiritual wT^ r °° m kter SOm 
agamst “those abominations whid/remind “neTf d"h 

reckon with “ be£ore we have t 

IS live a ^ *-■ '** 

though some have ° f C ° UrSe ’ wiU nev er be solved 

deems it logical ° mp ° Ser S P re ^ntiment of death. Kashkin 

sorrow of the ^ tb " d movement and the abysmal 

rather than to narrow them to the expression of tl ° na | or historical significance, 
movement is intended to be predictive TtTsmelv 7 J"^ eXperience - 11 the last 
fatal than are contained in a mere persona * u ^ Va$ter and issu « more 
of a lamentation large et souffrance inconnir^T^ ° f deatk Jt speaks > rather, 
on all human hopes. Even if we eliminar' “““? t0 SCt the seaI of ^aliiy 
autumnal mspiration of Tschaikowsky’s in wb^h ™ k i ective interest, this 

the perished leaves of hope, still remains th^rT 1C T hear <tke ^ rou nd whirl of 

remains the most profoundly stirring of his works.” 

R. C. B. 

Concerto for Piano ^ Orchestra * B flat ^ Na ^ 

semplice; Allegro vLce assal m^^^f^ Piritob Andanrino 

popular worShif He b^gan t ° COm P ose ^ exceedingly 

month it was finished. Eagi and excheT “ in , Nove mber, 1874. The next 
deemed it important to get a professional ^ accom phshment, he yet 

patron Nicholas Rubinstein and another ^T’ 0 *’ asked his friend “ d 

Nicolai Albertovich Hubert, to listen to it Th^ ^ ^ Moscow Conservatory, 
m one of the classrooms of the r Thls pnvate performance was given 

Tschaikowsky CWstmB E - 

of approval or otherwise Irol his nottd' W ° rk ' "P' ctm S 3,1 occasional word 
rodent, ho tmied t0 RaitdCC ” ™; forAcoming. ta. 

urged him to express his thoughts. They 
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camc-all too vehemently. Rubinstein, in a fiery tirade, piled abuse after abuse 
upon it. I It' raked it unptanistic, tawdry, mostly derivative, and the like. He sat 

at die piano and cavorted through a good bit of it, burlesque fashion. 

Lscluiktnvsky thus described the following scene: 

I lelt the room without a word and went upstairs. I could not have spoken for 
an K rr ant! agitation. Presently Rubinstein came to me and, seeing how upset I was, 
called me into another room, Oiere he repeated that my Concerto was impossible, 
pointed our many places where it needed to be completely revised, and said that if 
I would suit the Concerto to his requirements, he would bring it out at his concert. 

1 shah not alter a staple note, I replied, “I shall publish the work precisely as it 
stands/* Hits intention I actually carried out. 

Actually I sctuikmvsky did make alterations, a number of them proposed, 
it is alleged, by Edward Patmrcuther, who first played it in London. 

\\ hat the composer did after that historical private session any resourceful 
nun would have done. He cast about for some other pianistic luminary, some¬ 
one enough to give the required prestige to his work. Hans von 

Billow, who had labored much for the cause of Tschaikowsky in Germany, 
was suggested to him, and he acted upon that suggestion immediately. 

Bttlmv* in a letter of thanks, went completely rhapsodic over the Concerto. 
He wrote: 

The ideas are so original, so noble, so powerful; the details are so interesting, and 
though thrtr are nutty of them, they do not impair the clearness and the unity of 
the wink, The 1mm is so mature, ripe, distinguished in style, for intention and 
Lina are everywhere concealed. I should weary you if I were to enumerate all the 
iharauriraus of your work - characteristics which compel me to congratulate equally 
the iomporei, as well as all those who shall enjoy actively or passively (respectively) 
the wotk. 

The pendulum had swung to the other end of its arc. Biilow played it in 
ilmfott, thr world premiere, on Oct, 25, 1875, American audiences waxed 
rnthusMstu, and Tschaikowsky was no end delighted by the reports from 
nvmcMv f Ir also found amusement in some of the reviews of the performance. 
I lr quoted, pet haps with cruel pleasure, some of the statements made. He said: 

Thr Americans think that the first movement of my Concerto “suffers in conse¬ 
quent r iit fir ubwfur of a central idea*’ -and in the finale this reviewer has found 
Tjnuofufiun ui m!t\ spasmodic pauses in the theme, and disturbing octave pas- 
%agr%“‘ Think wltaf healthy appetites these Americans must have: each time Biilow 
w»ca obliged to repeal the whole finale of my Concerto I Nothing like this happens 
in our tommy! 

However, there were further victories in store for Tschaikowsky. A most 
imprevuve oftr was Rubinstein** thorough disavowal of his earlier opinions 
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2a tl? P T ti0n t0 the Co l ncerto ’ s charms - He played it in public, thereafter 
and made a huge success with it. V ’ 

It may have been Tschaikowsky’s star to have such things happen to him 

with re”pea gT 

Auerl/he//, ‘ > T CrK \' I ; he “ m P° ! “ h " J dedicated it to Leopold 

Auer, but the celebrated violimst did Tschaikowsky the small service of W 

aourtemg i, unplayable when he firs, tow it. Late," ZtA he “ “all Z 

• taught timCS himseif “~ eatm g his own words with gusto—but he 

eqmls. ”“’ y P “ P ' showi ”S th " “ 1 verbal trencherman he had fa, 

An interesting side light on the Piano Concerto's first performance is the 
arcusdsarker announcement printed in the progmm on thafe^TnuLLt 

mS'loSeS^ntr'”^ 0 ," V. *e mot. eminent Russia. 

Hans'von mZZ 2’ 7 Z ^ M “ d “ “•>>» “ 

enjoyed an auditkn of his ■ “ mp0 " r I"™,” 1 * nev " “"« 

^“ch c r 

“o^ieg gr ™em““Sl 0f th! , '^r r ' ! M SP h° hr ,' S ,Camd “’ ^ 
«^m s usDrlZt£. g March £rom ua 

mZl?°D rmS S 3/4? ^ < A “^° «W» « mota 

pro^L anghH^ f b ““ gtve ,t ont for a third time, while the piano 

T ° rcgra rf “ ^ 

has as chief subfect^iMroducedTr 11 con s P irito . B minor, 4/4) 

known as the ‘blind-beggar tune ^I t b^ 7 C0mm0 fy 

Tschaikowsky heard sJLt KzZnl u u- S J ° L because the first pa« of it 

the composer wrote- ‘Tt ^ K , k ° hj * blmd beggar - To Mme - von Meck 

utters the lyrical fim [ Andan ^ ao sem P lice , D Hat major, 6/8) the flute 

y erne. A second theme is given to oboe and clarinets over 
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a drone bass in the bassoons. There is a scherzolike middle section (Prestissimo, 
F major). Presently violas and cellos interject a waltz. Modeste Tschaikowsky 
is authority for this tune being the refrain of a French song that his brother 
Anatol and he had sung and whistled in their youth. 

“The Finale (Allegro con fuoco, B flat minor, 3/4) is a rondo based on three 
themes. The first, announced by the piano, has been likened to a wild Cossack 
dance. The national flavor is also pronounced in the second subject. The violins 
give out the third subject, completing the thematic material. The Cossack 
theme dominates the spirited coda.” 

1 u rv ■r 


Concerto for Violin and Orchestra in D major, Op. 3 5 

I. Allegro moderato. II. Canzonetta: Andante. III. Finale: Allegro viva- 
cissimo. 

Before occupying its permanent niche in the repertory, Tschaikowsky’s Violin 
Concerto had to run a fierce gauntlet of fault-finding. Friend and foe alike 
took pokes at it. The wonder is that it survived at all. Even Mme. von Meek, 
Tschaikowsky’s patroness-saint, picked serious flaws in the work, and the lady 
was known for her unwavering faith in Tschaikowsky’s genius. 

As a matter of fact, Tschaikowsky, often an unsparing critic of his own 
music, started the trend by finding objection with the Andante and rewriting 
it whole. That was in April, 1878. He was spending the spring at Clarens, 
Switzerland. Joseph Kotek, a Russian violinist and composer, was staying 
with him. Tschaikowsky and Kotek went over the work several times, and 
evidently saw eye to eye on its merits. 

Then came the first outside rebuff. Mme. von Meek was frankly dissatisfied 
and showed why in detail. Tschaikowsky meekly -wrote back pleading guilty 
on some counts but advancing the hope that in time his Lady Bountiful might 
come to like the Concerto. He stood pat on the first movement, which Mme. 
von Meek particularly assailed. He writes: 

Your frank judgment on my Violin Concerto pleased me very much. It would 
have been very disagreeable to me if you, from any fear of wounding the petty pride 
of a composer, had kept back your opinion. However, I must defend a little the first 
movement of the Concerto. 

Of course, it houses, as does every piece that serves virtuoso purposes, much 
that appeals chiefly to the mind; nevertheless, the themes are not painfully evolved: 
the plan of this movement sprang suddenly in my head and quickly ran into its 
mold. I shall not give up the hope that in time the piece will give you greater 
pleasure. 
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Nexr came a more serious setback from Leopold Auer, the widely respected 

later made a < l uaintl 7 worded entry in his diary to the effect 

experimented with the Concerto by playing it jYarnrh ? ^ ^ 

work on a Philharmonic program. Then nnlv , u , me 

5' orcharol.parts, according to Brodsty, ^warmod'iriX'error”^™*!' 

but P tJ“ s ^r;L^ idc u *if Kr w r d ,o ^ ^ 

musicians, sri5 farfrom h„Stta y ’ dunn S the P'*™”'*. 4e 

pianissimo, "not m *' “““• 

feasts 

“It SS “” OTW ” d * <* --icai d«L£ . 

scathing notice, which has been rendered as follows: 1 

^ mUSiCaI ’ 3nd iS DOt With0ut « 

The violin is^W^ 

black and blue. I do ^t know IkY ^ * * tOTn asunder ‘ * “ beaten 
hair-raising difficulties but T do t C “ P° s “kl e ^° r &ny on . e t0 c °nquer these 
well as himself. The Adagio with°iL \ ^d *' mart 7 rized his hearers as 
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n reference to lascivious paintings that there are pictures which “stink in the eye/’ 
Tschaikowsky’s Violin Concerto brings to us for the first time the horrid idea that 
here may be music that stinks in the ear. 

The jarring echoes of the Hanslick blasts further embittered Tschaikowsky’s 
ilready gloomy disposition, and it is not surprising to learn that the review 
taunted him till the day he died. But Brodsky’s unflagging devotion to the 
Concerto, together with his practical missionary zeal in acquainting the Euro¬ 
pean public with it, finally started the Concerto on its path of glory. 

“Nor was that the end of time’s revenges,” wrote Pitts Sanborn. “Hanslick 
vas to write glowingly of the Pathetique Symphony, and in due course Leo¬ 
pold Auer not only played the unplayable Concerto himself, but made a 
pecialty of teaching it to his pupils, who have carried its gospel the world 
)ver: But while the belated triumphs were accruing Tschaikowsky died.” 

The dedication is to Brodsky, who certainly earned it. 

The first movement (Allegro moderato, D major, 4/4) opens with a melody 
or strings and wood winds. Then the solo violin is heard in a cadenzalike 
equence followed by the first theme (Moderato assai). A second theme, 
vlolto espressivo, is next discoursed by the violin in A major. Instead of the 
lsual development there is an intricate cadenza without accompaniment. A 
ong and brilliant coda concludes the movement. 

The second movement (Canzonetta: Andante, 3/4) starts with the muted 
olo violin chanting, after a brief preface, a nostalgic theme in G minor. The 
lute and clarinet then offer the first phrase of this theme, and later the solo 
dolin unreels a Chopinesque second subject, in E flat major, con anima. The 
iarinet is heard in an obbligato of arpeggios when the first theme returns. 
The rousing Finale in an Allegro vivacissimo in D major, 2/4. 

The rondolike last movement, typically Russian in theme and rhythm, 
levelops from two folklike melodies. Listeners will be reminded of the 
veil-known Russian dance, the Trepak, in this movement. The music builds 
ip at a brisk pace to a crashing climax. 

L. B. 


Theme and Variations from Suite No. 3, in G, Op. 55 

Tschaikowsky was seized with the idea of the Suite, of which this Theme 
.nd Variations is the fourth and final section, on Apr. 28, 1884. As recorded 
n his diary, he spent a good part of the day in fruitless attempts to lay the 
dan for a new symphony. From that day to shortly before the premiere of 
he work in St. Petersburg, on Jan. 24, of the following year (Hans von Billow 
vas the conductor), the diary fairly groans under the weight of the composer’s 
indentations. Inspiration lagged, he complained about the banality of his 
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ideas, about the slow progress o£ the Suite, about the precious little he had 
accomplished (he was then 44, and he had already written four symphonies, 
two piano concertos, a violin concerto, two suites for orchestra, several operas, 
several quartets, and many songs). 

Yet through all this spiritual turmoil, Tschaikowsky could find occasion 
to admire his own handiwork. On July 12, in a letter to his publisher, he 
wrote, “A work of greater genius than the new Suite never existed! My 
opinion of the new-born composition is so optimistic. God knows what I shall 
say about it next year.” (Again a complicated mind at work.) 

The Suite met with enormous success at its first hearing. It was given its 
initial New York performance at a Thomas Popular Concert on Nov. 24, 
1885. Tschaikowsky conducted it himself at the Music Festival in the then 
new Carnegie Hall on May 7, 1891. 

The “Theme and Variations” section of the Suite is in G major, 2/4. Its 
theme is a simple one, given to the first violins, accompanied by chords in 
the other choirs. 

Variation 1. The strings again take the theme here pizzicato, with the flute 
and clarinet lines running contrapuntally above them. 

Variation 2. Fleet passages of thirty-second notes by the first and second 
violins in unison, accompanied by flutes, oboes, clarinets, bassoons, and horns, 

Variation 3. Three flutes, two clarinets, and two bassoons are concerned 
here, first the subject is announced by a single flute with the clarinet heard 
subsequently in the continuation of the theme. Polyphonic elaboration is 
assigned to the other instruments. 

Variation 4. The full orchestra launches into the chief thematic material 
The key is B minor, pochissimo meno animato. Cellos, clarinets, and English 
horn supply a special tonal richness. 

Variation 5. Allegro vivace, G major, 3/4, for flutes, oboes, clarinets, bas¬ 
soons, and strings. The first and second portions of the theme act as chief 
theme, in turn, for a fugato. 

Variation 6. The instruments involved in this variation are the same as in 
the preceding one with the addition of the snare drum. A sonorous tarantella 
is abruptly ended by the chorallike mood of the next variation. 

Variation 7. This is the choral mentioned above, played by the wood winds 
in 2/4 tempo. 

Variation 8. A combination of modal harmony and folkish melody, or the 
suggestion of that. The violins, divided, play a tremolo, and the English 
horn is entrusted with a melody sequence. 

Variation 9. The violins give out the melody in this variation, which is in 
A major, allegro molto vivace, 2/4. There is an insistent repetition of two 
bars of rhythmic import. The tempo speeds up, and the solo violin plays a 
cadenza which ushers in the next variation. 
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Variation 10. The solo violin once more is featured, assisted by a chord 
accompaniment. 

Variation 11. A tonic pedal is the foundation for this variation, the basses 
arriving at a low F sharp, which foreshadows the finale’s pedal point. 

Variation 12. The finale is a Polacca, moderato maestoso e brillante, 3/4. 
A festival atmosphere pervades the section. After a short introduction growing 
out of the low F sharp, there is a crescendo and the Polacca begins. It pro¬ 
ceeds with great ceremony and the huge flourish of drum and cymbal crashes. 
The trumpets and trombones offer fragments of the main theme, and the 
contrasting melody is supplied by the violins and the violas. A good portion 
of the introduction, as well as the dance, is repeated. The Variation concludes 
with a poco piu mosso. 

1 x r > n 


Suite No. 4, ''Mozartiana/ 5 Op. 61 

In the temple of music Tschaikowsky worshipped one god above all others 
—Mozart. Before this god he knelt in lifelong homage. “It is thanks to Mozart 
that I have devoted my life to music,” he wrote. In later years he confessed 
to a friend: “Do you know that when I play Mozart I feel brighter and 
younger, almost a youth.” A diary entry of May 17, 1884, gives the first 
mention of what was eventually to become the Russian composer’s graceful 
little offering at the Salzburg shrine: “Played Mozart with great enjoyment. 
Idea for a suite from Mozart” But the idea incubated slowly. For it was not 
till three years later, on Aug. 10, 1887, that Tschaikowsky applied the final 
touches to the Mozartiana Suite, at, of all places, Aachen—an odd footnote 
to the grimmer annals of that historic site. Tschaikowsky had hastened there 
to be with his friend Kondratiev, who was gravely ill. When the score was 
published in Moscow later that year, it carried some words of explanation in 
Russian, French, and German. 

“For some incomprehensible reason, several excellent compositions by 
Mozart are little known not only to the general public but to many musicians,” 
ran Tschaikowsky’s preface, dated October 5. “The arranger of this Suite, 
which is entitled Mozartiana, hoped to give a fresh impulse to the playing 
of these little masterpieces. Though simple in form, they are full of inimitable 
beauties.” (Tschaikowsky’s adjective is nyedosyagayeti\h, literally “beyond 
reach,” “unattainable.”) The basic scoring of the Suite is for two flutes, two 
oboes, two clarinets, two bassoons, four horns, two trumpets, tympani, and 
strings. In the “Menuet” the horns are reduced to two and the tympani 
omitted. The “Preghiera” adds a harp. Glockenspiel and cymbals are added 
in the “Theme et Variations.” 
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L “Gigue” (Allegro, G minor, 6/8). Tschaikowsky found this music in 
a collection of twelve piano pieces published in Leipzig by Breitkopf and 
Hartel. It is No. II of the set. Alfred Einstein lists it as Op. 574 in his edition 
of Kochel’s Chronological Thematic Catalogue of Mozart’s music, where it 
is called Eine hleine Gigue fur KJavier. Mozart composed it in Leipzig on 
May 16, 1789, jotting it down in an album kept by the court organist Engel 
This was evidently Mozart’s way of paying his respects to Bach, Leipzig’s 
genius loci, as Einstein points out. No effort was made to flatter Bach by a 
strict imitation of style. Divided into two sections, each of which is repeated, 
the “Gigue” at first follows the patterns of a four-voice fugue, soon loses its 
strict form and goes its blithe, unhampered way. I 

II. “Menuet” (Moderate, D major). This is the twelfth in the Breitkopf and 
Hartel set of piano pieces. Einstein gives it an opus listing of 355, placing itsj 
composition in Vienna in 1790. Kochel had dated the minuet ten years earlier. 
Marked evidence of Mozart’s “highest maturity” prompted the later revision 
of date. The “Menuet” follows the same sequence as the “Gigue”: it is in 
two parts, each being repeated. Omitting repetitions, the minuet takes up 
only forty-four measures. The usual trio is conspicuous by its absence— an 
omission gallantly repaired in the early nineteenth century by the Abbe Stadk 

III. “Preghiera” (Andante non tanto). Here Tschaikowsky reaches Mozart 
through an intermediary—Franz Liszt, for the “Preghiera” (“Prayer”) is, 
based on Liszt’s transcription of Mozart’s motet “Ave, verum corpus (K. 618). 
The piano version, in typically rhapsodic vein, is entitled, “A la Chapelk 
Sistine.” Mozart’s motet, calling for four voices, two violins, viola, bass, and 
organ, was completed on June 18, 1791, at Baden, where he had gone to visit 
his wife, who was to bear him his last son, Franz Xavier Wolfgang, the fol¬ 
lowing month. Einstein’s conjecture is that the motet was written as 1 
Corpus Christi Day service for Anton Stoll, a school teacher and choirmaster 
who had befriended Mozart in time of need and performed many of his: 
church works. The medieval Latin hymn used in the motet is given below 
with a line-for-linc prose translation: 

Hail, true body born 
of the Virgin Mary; 
truly suffering One, sacrificed 
on the cross for man; 
whose pierced side 

ran with water and blood, 
be thou worshipped by us 
in dread of death. 


Ave verum corpus natum 
De Maria Virgine; 

Vere passum, immolatum 
In cruce pro homine; 
Cujus latus perforatum 
Unda fluxit, sanguine, 
Esto nobis adoratum. 

In mortis exanime. 


IV. “Theme et Variations” (Allegro giusto). In the Mozart piano original 
these are ten variations on the Kalendar Monk’s buffo aria “Unser dummer 
Pobel meint” from Gluck’s best opera comique, Die Pilger von Mecca . The 
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Dmedy was produced in Vienna in 1764 in its French version La Rencontre 
nprevue (The Unexpected Meeting) based on a risque comedy by Lesage 
nd D’Orneval, first staged in Paris in 1726. After a European tour, it came 
ack to Vienna in 1776 as a German Singspiel. In the French version, the 
Lalendar Monk’s aria begins with the words “Les hommes pieusement.” 
iluck came to hear Mozart play at one of Mme. Lange’s concerts on Mar. 11, 
783. Two weeks later he also attended Mozart’s own concert. By way of 
ribute to the older man, Mozart then improvized the variations on the comic 
nonologue. Mozart’s own Singspiel, The Abduction from the Seraglio, pro- 
[uced a year earlier, is very similar in plot to Die Pilger von Mecca. Both 
evolve around a far-fetched tale of divided and reunited lovers against a 
nock Oriental background of harem intrigue and Sultanic mercy. In Osmin, 
dozart has his own version of Gluck’s Kalendar Monk, and he was not 
hove pilfering some ideas from Rezia’s music for the first-act s aria of his hero 
klmonte. For more reasons than one he owed the venerable Gluck the 
rraceful obeisance of a set of variations on a theme from a comic opera so 
itterly overshadowed by his own. Gluck’s aria, if not the opera, lives today 
argely because Mozart let his nimble fancy and fingers wander over it in 
.783 and perhaps because Tschaikowsky, a century later, carried the process 
1 step further. L B> 


"Overture, 1812, 55 Op. 49 

Although clearly a piece d’occasion prompted by the commemoration of a 
:rucial page in Russian history, the Overture, 1812 is a minor mystery in 
;he Tschaikowsky catalogue. Supposedly, Nicholas Rubinstein commissioned 
Tschaikowsky in 1880 to write a festival overture for the Moscow Exhibition. 
At least the composer admits as much in letters to Nadia von Meek and 
:he conductor Napravnik. 

But his friend Kashkin insisted that the piece was requested for the cere¬ 
monies consecrating the Moscow Cathedral of the Saviour, intended to symbo¬ 
lize Russia’s part in the Napoleonic struggle. The Overture, accordingly, pic¬ 
tured the great events beginning with the Battle of Borodino (Sept. 7, 1812) 
and ending with Napoleon’s flight from Moscow, after the city was set aflame. 
To make it more effective, the work was to be performed in the public square 
before the cathedral. An electric connection on the conductor’s desk would 
set off salvos of real artillery, and all Moscow would thrill with thoughts of 
its heroic past. In any case Tschaikowsky finished the Overture at Kamenka 
in 1880, and though the cathedral was dedicated in the summer of 1881, there 
is no record of the planned street scene having come off. 

Instead, we find Tschaikowsky offering the Overture to Eduard Napravnik, 
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then directing the Imperial Musical Society of St. Petersburg: “Last winter, 
at Nicholas Rubinstein’s request, I composed a Festival Overture for the con- 
certs of the exhibition, entitled T812.’ ” Tschaikowsky then makes a statement 
that possibly suggests an earlier rebuff: “Could you possibly manage to have 
this played? It is not of great value, and I shall not be at all surprised or 
hurt if you consider the style of the music unsuitable to a symphony concert” 
Apparently Napravnik turned down the Overture, and its premiere was post¬ 
poned to Aug. 20, 1882, when it figured on an all-Tschaikowsky concert in 
the Art and Industrial Exhibition at Moscow. 

Tschaikowsky’s attitude to the work is further expressed in the letter to his 
benefactress Mme. von Meek. There he speaks of the overture as “very 
noisy” and having “no great artistic value” because it was written “without 
much warmth of enthusiasm.” In a diary entry of the time he refers to it 
as having “only* local and patriotic significance.” 

The “patriotic significance,” of course, is what gives the Overture its raison 
d’etre as a motion picture of historical events. Tschaikowsky’s brushstrokes 
are bold and obvious. The French and Russians are clearly depicted through 
the use of the Czarist National Anthem and the “Marseillaise.” Fragments 
of Cossack and Novgorod folk songs enter the scheme, and the battle and fire 
scenes are as plain as pictures. As the Overture develops, one envisions die 
clash of arms at Borodino, with the Russians stiffly disputing every step and 
the “Marseillaise” finally rising dominant. The Russians are hurled back; the 
French are in Moscow. Finally the city is ablaze and the dismal rout begins, 
as cathedral bells mingle with the roll of drums and the hymn “God Preserve 
Thy People” surges out in a paean of victory. 

L. B. 

Overture Fantasy, "Romeo and Juliet 55 

Shortly before the overture fantasy on Shakespeare’s tragedy took shape in 
Tschaikowsky s mind, he had been jilted by the French soprano Desirfe 
Artot, then enjoying a prodigious vogue as opera singer in St. Petersburg, 
The twenty-eight-year-old composer and Mile. Artot had become engaged in 
1868, but the lady promptly left him and married the Spanish baritone Padilla 
y Ramos. The theory is that Tschaikowsky’s composition grew out of the 
resulting emotional upset, or at least that his frame of mind conduced to 
tragic expression on a romantic theme. 

The Artot episode may have acted as stimulus, but the concrete suggestion 
for using Shakespeare s tragedy in a symphonic work came from Balakireff 
during a walk with Tschaikowsky and their friend Kashkin “on a lovely 
day in May. Balakireff, head of the group of five young Russian composers 
(Tschaikowsky was not one of them) bent on achieving a pure national 
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iiom, went so far as to outline the scheme to Tschaikowsky, unfolding the 
lossibilities of dramatic and musical coordination so vividly that the young 
omposer took eagerly to the project. Balakireff even furnished the keys and 
Lints for themes and development. 

However, four months went by before Tschaikowsky plunged into the 
ctual composition of the overture fantasy. Balakireff kept in close touch with 
Lim and virtually supervised the process. His dogmatism and narrowness often 
iored and irritated the young composer. Balakireff accepted this and rejected 
hat, was pitilessly graphic in his comments, and yet somehow egged on the 
Lypersensitive Tschaikowsky to completion of a taxing assignment. Finally, 
n January of the following year, Balakireff and Rimsky-Korsakoff came to 
isit him and he could write: “My Overture pleased them very much and it 
Iso pleases me. 55 Still, the Moscow public responded coolly, and Tschaikow- 
ky felt obliged to revise much of the score that summer. Further rewriting 
vas done for the definitive edition brought out in 1881. 

The thematic scheme is easy to follow. Friar Laurence takes his bow in a 
olemn andante introduction for clarinets and bassoons in F sharp minor. 
The feud of the Montagues and Capulets rages in a B minor allegro. Romeo 
tnd Juliet enter via muted violins and English horn in a famous theme in 
3 flat major suggesting Tschaikowsky’s song, “Wer nur die Sehnsucht kennt” 
'“None But the Lonely Heart 5 ’). The strife-torn Montagues and Capulets 
eturn for another bout. Chords of muted violins and violas hinting at mystery 
md secrecy bring back the love music. The themes of Romeo and Juliet, the 
imbattled families, and Friar Laurence are heard in succession, followed by 
1 fierce orchestral crash, and the storm subsides to a roll of kettledrums. 


L. B. 


Francesca da Rimini, Fantasia for Orchestra (after Dante), 
Op. 32 

Written in 1876, Tschaikowsky’s symphonic treatment o£ the celebrated 
ove story of Paolo and Francesca grew out of an original project for an 
ipera on the same subject. He abandoned the idea of an opera when the 
ibretto submitted to him proved impossible. Later, Tschaikowsky again read 
hrough the fifth canto of Dante’s Inferno, in which the tragedy is related, 
stirred by the verses and also by Gustave Dore’s illustrations, he resolved to 
ivrite an orchestral fantasy on the subject. 

Prefa cing the score are the following lines from Dante’s great poem: 

Dante arrives in the second circle of hell. He sees that here the incontinent are 
sunished, and their punishment is to be continually tormented by the crudest winds 
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The Marche slave is based chiefly on folk music from the south of Russia 
and from Serbia. Its main theme, in fact, is taken almost directly from the 
Serbian folk song “Sunce varko ne fijas jednako” (“Come, my dearest, why 
so sad this morning?”) 

The work is scored for two flutes, two piccolos, two oboes, two clarinets, 
two bassoons, four horns, two cornets, two trumpets, three trombones, 
tuba, ketdedrums, bass drum, side drum, cymbals, gong, and strings. Made 
into three sections, the work incorporates in the middle portion fragments of 
the erstwhile Russian national hymn, “God Save the Emperor.” There is an 
interesting story in connection with the composition of the hymn, which was 
written by Alexis Feodorovich Lvov. He himself thus tells the tale of its birth. 

In 1833, I accompanied the Emperor Nicholas during his travels in Prussia and 
Austria. When we had returned to Russia I was informed by Count von Benkendorf 
that'the sovereign regretted that we Russians had no national anthem of our own, 
and that, as he was tired of the English tune which had filled the gap for many 
pears, he wished me to see whether I could not compose a Russian hymn. 

The problem appeared to me to be an extremely difficult and serious one. When I 
recalled the imposing British national anthem “God Save the King,” the very 
Driginal French one, and the really touching Austrian hymn, I felt and appreciated 
the necessity of writing something big, strong, and moving; something national that 
should resound through a church as well as through the ranks of an army; something 
that could be taken up by a huge multitude and be within the reach of every man, 
From the dunce to the scholar. The idea absorbed me, but I was worried by the 
;onditions thus imposed on the work with which I had been commissioned. 

One evening as I was returning home very late, I thought out and wrote down in 
1 few minutes the tune of the hymn. The next day I called on Shoukovsky to ask 
tiim to write the words; but he was no musician and had much trouble to adapt 
hem to the phrases of the first section of the melody. 

At last I was able to announce the completion of the hymn to Count von Benken¬ 
dorf. The Emperor wished to hear it, and came on Nov. 23 to the chapel of the 
[mperial Choir, accompanied by the Empress and the Grand Duke Michael. I had 
rollected the whole body of choristers and reenforced them by two orchestras. The 
sovereign asked for the hymn to be repeated several times, expressed a wish to hear 
t sung without accompaniment, and then had it played first of all by each orchestra 
separately and then finally by all the executants together. His Majesty turned to me 
ind said in French: “Why, it’s superb!” and then and there gave orders to Count 
/on Benkendorf to inform the Minister of War that the hymn was to be adopted 
:or the army. The order to this effect was issued Dec. 4, 1833. The first public 
performance of the hymn was on Dec. 11, 1833, at the Grand Theater in Moscow. 
The Emperor seemed to want to submit my work to the judgment of the Moscow 
Dublic. On Dec. 25 the hymn resounded through the rooms of the Winter Palace 
)n the occasion of the blessing of the colors. 

As proof of his satisfaction the Emperor graciously presented me with a gold 
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snuff box studded with diamonds, and in addition gave orders that the words “Go 
Save the Tsar” should be placed on the armorial bearings of the Lvov family. 

n. c. B. 

"Capriccio Italien,” Op. 45 

Described by Edwin Evans as a “bundle of Italian folk tunes,” the Capriccit 
Italien draws partly on published collections of such melodies and partly « 
popular airs heard by Tschaikowsky in 1880 while touring Italy. “I an 
working on a sketch of an ‘Italian Fantasia’ based on folk songs,” he notifies 
his patroness-confidante, Nadia von Meek, from Rome on Feb. 17, 1880 
“Thanks to the charming themes, some of which I have heard in the streets 
the work will be effective.” 

Tschaikowsky’s room at the Hotel Constanzi overlooked the barracks of 
the Royal Cuirassiers. Apparently the bugle call sounded nightly in the bar¬ 
rack yards contributed another theme “heard in the streets,” for it may be 
heard in the trumpet passage of the introduction. The “Italian Fantasia” was 
fully sketched out in Rome and the orchestration begun. With the title now 
changed to Capriccio Italien, the work was completed that summer on 
Tschaikowsky’s return to Russia. Nicolas Rubinstein directed the premiere 
at Moscow on Dec. 18, 1880. Six years later Walter Damrosch introduced it 
to America at a concert in the Metropolitan Opera House, the precise date 
being Nov. 6, 1886. r 

After the introduction section, the strings chant a lyric theme of slightly 
melancholy hue, which the orchestra then develops. Later the oboes announce, 
in thirds, a simple folk melody of less somber character. This, too, is elabo- 
rately worked out, before the tempo changes and violins and flutes bring in 
another tune. This promptly subsides as a brisk march section sets in, fol¬ 
lowed by a return of the opening theme. There is a transition to a lively 
tarantella, then another bright theme in triple rhythm, and finally the Presto 
section, with a second tarantella motive leading to a brilliant close. 


L.B. 


Suite from the Ballet "Le Lac des Cygnes” ("Swan Lake”) 

I. Scene. II. Waltz. III. Dance of the Swans. IV. Scene. V. Hungarian 
Dance (Czardas). 

All told, Tschaikowsky wrote three ballets, plus a scattering of incidental 
dances for operas, beginning with the surviving Voyevade fragments. The 
composition of Swan La\e, first of the trio—the others being The Sleeping 
Beauty and The Nutcracker —originated in a twofold impulse, the need for 
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ready cash and a fondness for French ballet music, especially the works of 
Delibes and the Giselle of Adolphe Adam, which Tschaikowsky regarded as 
archetype. 

He evidently thought little of his initial effort, for shortly after the Moscow 
production of Swan La\e he recorded in his diary: “Lately I have heard 
Delibes’ very clever music. Swan La\e is poor stuff compared to it. Nothing 
during the last few years has charmed me so greatly as this ballet of Delibes’ 
and Carmen ” Per contra, the same entry bemoans the “deterioration” of 
German music, the immediate offender being the “cold, obscure and preten¬ 
tious” C minor Symphony of Brahms! 

Tschaikowsky was probably sincere when he described his own ballet as 
“poor stuff” compared with Delibes’. That was in 1877. Performances of Swan 
La\e at the Bolshoi Theater had been flat, shabby, and badly costumed. A 
conductor inexperienced with elaborate ballet scores had directed. Modeste 
Tschaikowsky in the biography of his brother, testifies to this. Numbers were 
omitted as “undanceable,” and pieces from other ballets substituted. At length 
only a third of the original remained, and not the best. The ballet dropped 
out of the Moscow repertory, and it was not until 1894 that the enterprising 
Marius Petipa wrote to Moscow for the full score and produced Swan La\e 
with brilliant success at the Maryinsky Theater in St. Petersburg, on Jan. 15, 
1895. It has since remained a repertory staple, both the current Ballets Russes 
and the Ballet Theater having staged it successfully. Pavlova, Karsavina, and 
Markova, among others, have interpreted the heroine Odette, and Prince 
Siegfried has been embodied by Nijinsky, Lifar, Mordkin, and Dolin. Swan 
La\e was one of the first ballets witnessed in his youth by Serge Diaghileff, 
founder of the famous Ballets Russes. 

Tschaikowsky first refers to Swan La\e in a letter to Rimsky-Korsakoff, 
dated Sept. 10, 1875: “I accepted the work partly because I need the money 
and because I have long cherished a desire to try my hand at this type of 
music.” V. P. Begitchev, stage manager of the Bolshoi, offered 800 roubles 
(less than $500) and in turn granted Tschaikowsky’s request for a story from 
the age of chivalry, making the sketch himself. Tschaikowsky set to work in 
August, 1875, and had the first two acts planned out in a fortnight, but the 
score was not completed till the following March and for some reason held 
up for performance until February, 1877. 

The story, possibly of Rhenish origin, tells how Prince Siegfried woos and 
wins Odette, the Swan Queen. At a celebration the prince is told he must 
soon choose a bride. A flight of swans overhead distracts him and a hunt is 
proposed. Siegfried and the hunters are at the lakeside. It is evening. Odette 
appears surrounded by a bevy of swan maidens. She begs the hunters to 
spare the swans. They are maidens under the spell of the enchanter Rotbart. 
Swans by day, they return briefly to human form at midnight. The prince 
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and Odette fall in love. Siegfried swears she will be his wife. Odette 
him about Rotbart’s evil power. Breach of promise will mean he 
Rotbart brings his own daughter to the court ball, disguised as Odei 
fried makes the false choice of bride, and the pledge is broken. Dis 
Rotbart’s ruse, he hastens to Odette, who at first rebuffs him. Siegfriei 
Rotbart, and Odette relents. At length Rotbart whips up a storm whii 
the forest. When Siegfried vows he will die with Odette, Rotbart’s 
shattered and all ends happily. 

Tschaikowsky’s close friend and collaborator Kashkin is authority 
statement that an adagio section in Swan Take was a love duet in tl 
TJndine before it found new lodgings. Conversely, a Danse Russe in tl 
of piano pieces, Op. 40, was written for Swan La\e, thus balancing 
Like The Sleeping Beauty and The Nutcracker, Swan La\e is lamp 
waltz. The score brims with typical Tschaikowskyan melody, and j 
for the first time in ballet music a scheme of leitmotives is used, tw 
principal subjects being the tremulous theme of the swans in flight 
hauntingly wistful theme of Odette herself, assigned to the oboe aga 
strings and harp arpeggios. The music adjusts itself snugly to the te 
pure classical ballet, and solos and ensembles are contrasted adroitly. 


Suite from the Ballet "The Nutcracker,” Op. 71a 

(a) Miniature Overture, (b) March, (c) Dance of the Sugarplui 
(d) Russian Dance: Trepak, (e) Arabian Dance, (f) Chinese 
(g) Dance of the Mirlitons. (h) Waltz of the Flowers. 

*'np 

Ihe St. Petersburg Opera honored Tschaikowsky with two comi 
early in 1891. The first for an opera in one act, entitled lolanthe, wh 
based on King Rene's Daughter, a play by the Danish poet Hendri] 
The second was a ballet, whose subject was drawn from the E. T. I 
mann story Nuss\nac\er und Mausekonig (Nutcracker and Mouse E 
represented in Dumas French version, known as Histoire d*un casse- 
(History of a Nutcracker). Tschaikowsky did not respond with h. 
alacrity to the ballet subject, but, good trouper that he was, he set t 
The composer started out on a tour in March, which was event! 
bring him to America. During a Parisian stopover, he conducted a < 
Concert. As he was about to sail for the United States however, he w 
fied of his sisters death, his beloved Alexandra Davidova. He was 
canceling the tour and heading right home for Russia, but he finally 
to go through with the original plans. On his return he wrote (Ji 
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that he had finished sketches for the proposed ballet. Nevertheless, in a 
typical fit of depression, he added that what he could have accomplished in 
five days he had scarcely been able to do in a fortnight. He says: 

No, the old man is breaking up. Not only does his hair drop out, or turn as white 
as snow; not only does he lose his teeth, which refuse their service; not only do his 
eyes weaken and tire easily; not only do his feet walk badly, or drag themselves 
along, but he loses bit by bit the capacity to do anything at all. The ballet is infinitely 
worse than The Sleeping Beauty —so much is certain; let’s see how the opera will 
turn out. 

Both opera and the ballet were produced at the Imperial Opera House, 
St. Petersburg, on Dec. 18, 1892. They were received apathetically by the 
audience. In the case of the ballet this was strange, on the face of it, for a 
concert version of the music, played previously in St. Petersburg, had earned 
for it unqualified praise. 

However, there was reason for its nonfurore, so to speak, chiefly owing to 
the illness of Marius Petipa, who had been entrusted with the stage production. 
A substitute, chosen by Petipa himself, proved an inferior creator. Further¬ 
more, the sophisticated ballet audience could see no good in having a host of 
children scurry through the first act. It was accustomed, if you please, to a 
bona fide corps de ballet. To make matters worse, the girl who danced the 
Sugarpl um Fairy was a fine enough technician, but all that could not com¬ 
pensate for her plainness. 

Act I treats of a Christmas Tree party. Children and mechanical dolls 
people the scene. Marie, daughter of the host, is fascinated by a German nut¬ 
cracker, which is fashioned in the figure of an old man with massive jaws. 
The nutcracker is broken by several boys during rough play, and at night 
Marie lies sleepless in pity for the utensil. She gets out of her bed, in order 
to take another look at her broken darling. She hears strange sounds and, 
presendy, the Christmas Tree grows, the toys come to life, as do the cakes 
and fancy tidbits, and, of course, the nutcracker. 

The strange sounds had been caused by the rustling of mice. The mice 
now wage a war against the toys, and the nutcracker, siding with the toys, 
challenges the king of the mice in single combat. The No. 1 mouse appears 
to be having the best of it when Marie lets him have a well-aimed shoe. He 
is killed. At this point the nutcracker is transformed into a handsome young 
prince, who thanks Marie profusely for saving his life and then takes her 
with him to his enchanted kingdom. 

In the second act the scene is a jam mountain, the realm of the Sugarplum 
Fairy. Together with her court she eagerly awaits Marie and the Prince. 
There is great jubilation when the two arrive, and there follows a series of 
dances of the sweetmeats. The numbers are eight: 
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“Miniature Overture” (Allegro giusto, B flat Major, 2/4). Two contrastinj 
themes are the features of this introduction, which is scored for the high 
register instruments. 

“March” (Tempo di marcia vivo, G major, 4/4). The children enter t( 
the accompaniments of this music. The main subject is given to the clarinets 
horns, and trumpets. 

“Dance of the Sugarplum Fairy” (Andante con moto, E minor, 2/4). Tb 
charming melody is assigned to the celesta, against a pizzicato string accom 
paniment. 

“Russian Dance: Trepak” (Tempo di trepak, molto vivace, G major, 2/4) 
A rhythmic figure heard in the opening measure is the basis for the who! 
movement. 

“Arabian Dance” (Allegretto, G minor, 3/8). Entrusted first to the clarinet 
an oriental-style melody, is soon transferred to the violins, while a doubl 
pedal point of G’s and D’s is carried through the entire section. This numbe 
represents Coffee. 

“Chinese Dance” (Allegretto moderato, B flat Major, 4/4). Here Tea i 
the idea. There is a persistent pizzicato figure in the bassoons and doubl 
basses, while the flute sings the theme. 

“Dance of the Mirlitons” (Moderato assai, D major, 2/4). Three flute 
give out the main subject, followed by a contrasting subject in F sharp mino 
for trumpets. The first subject returns. 

“Waltz of the Flowers” (Tempo di valse, D major, 3/4). After an intrc 
ductory passage for wood winds and horns and a cadenza for harp, the horn 
announce the principal theme, which is soon taken up by the clarinet. Othe 
tunes are given to the flute, oboe, and strings. The section ends with a bril 
liant coda. 

r. c. B. 


Suite from the Ballet "The Sleeping Beauty,” Op. 66 

Based on Perrault’s famous fairy tale, Tschaikowsky’s Sleeping Beauty balk 
dates from the summer of 1889. Its music is generally regarded as superior t 
that of the Swan La\e ballet and inferior to that of the Nutcracker Suite 
Few ballet scores are so suitable in mood and style for the action they accom 
pany. The music is truly melodious in Tschaikowsky’s lighter vein. The far 
tasy is conveyed in bright, glittering colors, and, as Mrs. Newmarch pointei 
out, the music “never descends to the commonplace level of the ordinar 
ballet music.” There are thirty numbers in all, many of them, especially th 
waltz, endearing in their lilting and haunting grace. The work was firs 
produced in St. Petersburg on Jan. 2, 1890. In the early twenties, Diaghilefl 
the great ballet producer, revived the work in London and, elsewhere wit! 
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immense artistic eclat. Fragments of the ballet have been gathered in the 
Monte Carlo Ballet Russe’s production of Auroras Wedding. L . B _ 

Polonaise from the Opera "Eugene Onegin” 

The celebrated Russian poet Alexander Pushkin wrote a verse novel, bearing 
the title Eugene Onegin , which served as inspiration for the Tschaikowsky 
opera. The first cantos of the poem were written during Pushkin’s exile in 
the Caucasus, and he later said of the piece, “I have begun a poem, in the 
style of Don Juan." Years afterward, however, he could declare, “I see nothing 
in common between Eugene Onegin and Don Juan. 

Tschaikowsky, drawn powerfully to this romantic story, chose to call his 
work “lyric scenes,” rather than an opera. One of the most forceful reasons 
for Tschiakowsky’s admiration of the Pushkin poem was its complete lack 
of pomp and spectacle. He wrote to his brother: 

How delightful to avoid the commonplace Pharaohs, Ethiopian Princesses, poi¬ 
soned cups and all the rest of these dolls’ tales. Eugene Onegin is full of poetry. 

I am not blind to its defects. I know well enough the work gives little scope for 
treatment and will be deficient in stage effects; but the wealth of poetry, the human 
quality and simplicity of the subject, joined to Pushkin’s inspired verses, will 
compensate for what it wants in other respects. 

The opera is in three acts. Briefly, the story goes: Eugene Onegin, a young 
sophisticate, world traveler, wise and bored, unwittingly arouses feelings o 
love for himself in Tatiana, a young country girl of gentle breeding. She, in 
her simple innocence, writes him a letter revealing her love, and the best that 
Onegin can do is tell her that he can only be a brother to her. 

In the meantime, Onegin deliberately arouses the jealousy of Lensky, his 
friend and the suitor of Tatiana’s sister Olga. There is a duel, and Lensky 

is slain. _ . 

The victor, after a lapse of some years, meets Tatiana again. She is now 
the Princess Gremina, a glittering woman of the world in the glittering capital 
of St. Petersburg. Onegin, who could not find love in his heart for the simple 
country girl, is completely bowled over by the Princess. However, Tatiana is 
more human than he had been; she admits that she still loves him, but makes 
no bones about the fact that she will be forever true to the Prince, a luckier 
man t han most. Obviously everything is finished, and on a rich note of 

disappointment. , 

The Polonaise is played in scene I of Act III, showing the hall in the 
palace of the Princess Gremina. A gathering of fashionable guests dances to 
its strains. R.C.B. 
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Suite for Strings, "Souvenir de Florence,” Op. 70 

I. Allegro con spirito. II. Adagio cantabile e con moto. III. Allegrel 
moderato. IV. Allegro vivace. 

Compared with his output in other forms, Tschaikowsky’s chamber mui 
is small, consisting of an early quartet, of which only the first moveme 
survives, three complete string quartets, a trio, and the Souvenir de Floreti\ 
written for violins, violas, and cellos in pairs. 

As the title implies, the work grew out of a visit to Italy early in 18! 
though as a clue to the mood and manner of the music, Souvenir de Floret 
is a better title for the first two movements than for the others. The remain! 
Allegretto moderato and Allegro vivace bear an Italian “memory” only inso: 
as much other music by Tschaikowsky and other composers may share t 
same quality. Even a marked Slavic character is evident in places, which 
only natural. As is well known, Tschaikowsky’s Overture Fantasy Romeo a 
Juliet is often dubbed “Romeo and Juliet of the Steppes.” 

A first mention of the Souvenir occurs in a letter to Ippolitoff-Ivanoff dal 
May 5, 1890, written shortly after Tschaikowsky’s return from abroad. It 
quoted by his brother Modeste: “My visit brought forth good fruit. I compo: 
an opera, Pique Dame, which seems a success to me. . . . My plans for i 
future are to finish the orchestration of the opera, sketch out a string ses 
[the Souvenir ], go to my sister at Kamenka for the end of the summer, a 
spend the whole autumn with you at Tiflis.” 

On the following June 30 he communicated news of the sextet to 
patroness-saint Mme. von Meek, hoping that she would be “pleased to he 
about it. “I know your love of chamber music,” he writes, “and I hope 
work will please you. I wrote it with the greatest enthusiasm and with 
the least exertion.” 

In November, Tschaikowsky went to St. Petersburg for a rehearsal of Pic 
Dame. While there he arranged for a private hearing of the sextet by frier 
The performance left him cold, and he resolved to rewrite the scherzo s 
finale. By the following May the work was thoroughly remodeled. It t 
not till June, 1892, while in Paris, that he actually completed the revision 
his satisfaction. 

The four movements comprise an Allegro con spirito (D minor, 4/4), 
Adagio cantabile e con moto (D major, 3/4), an Allegretto moderato 
minor, 2/4), and an Allegro vivace (D minor-D major, 2/4). The fom 
■largely that of the classical string quartet, though, characteristically, bold j 
novel devices of color and structure abound. Often the strings are ingenioi 
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treated to suggest wind instruments, and one senses Tschaikowsky’s frequent 

striving for orchestral effects. , , 

Research has failed to unearth the “opprobrious epithets Tschaikowsky is 

alleged to have heaped upon this slight but appealing work. b. 


Elegy and Waltz from the "Serenade for Strings” in C 
major, Op. 48 


Written sometime in 1881, the Serenade for Strings has been called, and 
with reason, “one of the most charming works he [Tschaikowsky] has be¬ 
queathed to the musical world.” The piece obtained its first performance at 
Moscow, on Jan. 16, 1882, where it made a very favorable impression. Reveal¬ 
ing too, is the fact that the music won plaudits from laymen and professiona s 
alike. It is not too difficult to understand why the latter group would find 
the work interesting, particularly since Tschaikowsky achieved some telling 
color effects without recourse to wind instruments. t , 

The “Elegy” is a piece of writing “that belongs to the composer s in s P ire 
moments. It strikes the one note of melancholy in an otherwise cheerful an 
even ioyous work, but it is subdued melancholy expressed in phrases of 
haunting beauty.” The “Waltz,” of engaging thematic material, is, as usual, 
treated with that exquisite craftsmanship practically always associated with 
Tschaikowsky’s work. 


R.C. B. 



Joaquin Turina 

BORN: SEVILLE, SPAIN, DEC. 9, 1882. 

Viewed as a whole, the general character of his wor\ is subjective 
and impressionistic and has a certain flavor of romanticism.— 
Henry. 


“Sinfonia Sevillana” 

In A compaidon sponsored bp die Gnu, Casino of San Sebastian, Spain 
Stnfonu, SemUrna took first prize. This was in 1920. The work was not 
lished until five years later. An American audience heard the work for 
first time at a concert in the Hollywood Bowl, California, in 1928. A si 
quent performance in this country took place in Chicago, on Jan. 29, ] 
The work is dedicated to Jose Mas. 

Joaquin Turina studied first with Evaristo Garcia Torres in his own n; 
ity of Seville. Eater the youth went to Madrid where he became a p 
p pi o Jose rago, eminent Spanish pedagogue. The next few years 
Turina at work with Moszkowski in Paris, and later with d’Indy. In 1 

Madrid S \ d° r /L ° Ut and the youn & com P ose r hurried bad 
Madrid, understandably Turina’s compositions are numerous and vai 

He has written works for the stage, for orchestra, for chamber groups 
tor the piano, besides several songs. r 

The Sinfonia Sevillana is scored for three flutes (third interchangeable v 
piccolo) two oboes, English horn, two clarinets, bass clarinet, two basso, 
ouble bassoon, four horns, three trumpets, three trombones, bass tuba, t 

pam, bass drum, cymbals, side drum, triangle, tambourine, castanets, cele 
fiarp, and the usual strings. 

aATl dlVided , int ° ^ ree sections ’ first > ^ Andante, 3/4, which leads i 
an Allegro molto moderate, 2/4; second, an Andante, 6/8, succeeded by 

Allegretto, which is then followed by a Vivo; and third, an Allegro vi 

Z 8 :™'^ \ -to an Allegretto (tempo di Garrotin lento) in 

middle of the movement and a return of the faster tempo toward the a 


R.C.B 
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Ralph Vaughan Williams 

born: down ampney, Gloucestershire, England, oct. 12, 1872. 

He flounders about in the sea of his ideas li\e a vast and ungainly 
porpoise, with great puffing and blowing; yet in the end, after tre¬ 
mendous efforts and an almost heroic tenacity, there emerges, drip¬ 
ping and exhausted from the struggle, a real and lovable personality, 
unassuming, modest, and almost apologetic . His personality is wholly 
and without admixture English, and this is at once his virtue and his 
defect .— Cecil Gray. 

“A London Symphony” 

I. Lento; Allegro risoluto. II. Lento. III. Scherzo. IV. Andante; Allegro; 

Epilogue. 

The first performance of this Symphony took place at Queens Hall, London, 
on Mar. 27, 1914, under the direction of Geoffrey Toye. The British Music 
Society was responsible for a subsequent performance, allegedly the fourth, 
wherein a revised version of the work was employed. This was conducted by 
Albert Coates. The Symphony, according to some advices, had been “short¬ 
ened a good deal, particularly at the closes of the movements.” 

Albert Coates directed the premiere in America at a concert of the Sym¬ 
phony Society in New York, on Dec. 30, 1920, when the conductor also made 
his American bow. 

It is to Albert Coates that an imaginative exposition of the work’s program 
is due: 

The first movement opens at daybreak by the river. Old Father Thames flows 
calm and silent under the heavy gray dawn, deep and thoughtful, shrouded in 
mystery. London sleeps, and in the hushed stillness of early morning one hears 
Big Ben (the Westminster chimes) solemnly strike the half-hour. 

Suddenly the scene changes (Allegro). One is on the Strand in the midst of the 
bustle and turmoil of morning traffic. This is London street life of the early hours 
a steady stream of foot passengers hurrying, newspaper boys shouting, messengers 
whisding, and that most typical sight of London streets, the costermonger (Coster 
’Arry), resplendent in pearl buttons, and shouting some coster song refrain at the 
top of a raucous voice, returning from Covent Garden Market, seated on his 
vegetable barrow drawn by the inevitable little donkey. 

Then for a few moments one turns off the Strand into one of the quiet little streets 
that lead down to the river, and suddenly the noise ceases, shut off as though by 
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magic. We are in the part of London known as the Adelphi. Formerly the hat 
fashionable bucks and dandies about town, now merely old-fashioned house 
shabby old streets, haunted principally by beggars and ragged street urchins. 

We return to the Strand and are once again caught up by the bustle and 1 
London—gay, careless, noisy, with every now and then a touch of something fi 
something inexorable—as though one felt for a moment the iron hand of the 
cit y y«, nevertheless, full of that mixture of good humor, animal spirits, 
sentimentality that is so characteristic of London. 

In the second movement the composer paints us a picture of that region of Lc 
which lies between Holborn and the Euston Road, known as Bloomsbury, 
is falling. It is the damp and foggy twilight of a late November day. Those 
know their London know this region of melancholy streets over which seer 
brood an air of shabby gentility—a sad dignity of having seen better days. Ii 
gathering gloom there is something ghostlike. A silence hangs over the neighbor 
broken only by the policeman on his beat. 

There is tragedy, too, in Bloomsbury, for among the many streets between Hd 
and Euston there are alleys of acute poverty and worse. 

In front of a “pub,” whose lights flare through the murky twilight, stands ai 
musician playing a fiddle. His tune is played in the orchestra by the viola. Ii 
distance the lavender cry” is heard: “Sweet lavender; who’ll buy my sweet 1: 
der? Up and down the street the cry goes, now nearer, now farther away. 

The gloom deepens, and the movement ends with the old musician still pis 
his pathetic little tune. 

In this [the third] movement one must imagine one’s self sitting late < 
Saturday night on one of the benches of the Temple Embankment (that part o 
Thames Embankment lying between the Houses of Parliament and Wati 
Bridge). On our side of the river all is quiet, and in the silence one hears frc 
distance coming from the other side of the river all the noises of Saturday nigl 
the slums. (The “other” side, the south side of the River Thames, is a vast netv 
of very poor quarters and slums.) On a Saturday night these slums resemble a 
the streets are lined with barrows, lit up by flaming torches, selling cheap f 
vegetables, produce of all kinds; the streets and alleys are crowded with people 
street corners coster girls in large feather hats dance their beloved “double-sh 
jig to the accompaniment of a mouth organ. We seem to hear distant laughter 
every now and then, what sounds like cries of suffering. Suddenly a concei 
breaks out above the rest; then we hear a few bars on a hurdy-gurdy organ. All 
softened by distance, melted into one vast hum, floats across the river to us as 
sit meditating on the Temple Embankment. 

The music changes suddenly, and one feels the Thames flowing silent, mysteri 
with a touch of tragedy. One of London’s sudden fogs comes down, mat 
Slumiand and its noises seem remote. Again, for a few bars, we feel the Tha 
flowing chrough the night, and the picture fades into fog and silence. 

The last movement deals almost entirely with the cruder aspects of London, 
n on of the unemployed and unfortunate. After the opening bars we hear 
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“Hunger March”—a ghostly march of those whom the city grinds and crushes, the 
great army of those who are cold and hungry and unable to work. 

We hear again the noise and bustle of the streets (reminiscences of the first 
movement), but these now also take on a cruder aspect. There are sharp discords 
in the music. This is London as seen by the man who is “out and under.” The man 
“out of a job” who watches the other man go whistling to his work, the man who 
is starving watching the other man eat—and the cheerful, busding picture of gay 
street life becomes distorted, a nightmare seen by the eyes of suffering. 

The music ends abrupdy, and in the short silence that follows one again hears 
Big Ben chiming from Westminster Tower. 

There follows the Epilogue, in which we seem to feel the great deep soul of 
London—London as a whole, vast and unfathomable—and the symphony ends as 
it began, with the river—Old Father Thames—flowing calm and silent, as he has 
flowed through the ages, the keeper of many secrets, shrouded in mystery. 

In the meantime the composer has been quoted to the following effect: 

The title might run “A Symphony by a Londoner,” that is to say, various sights 
and sounds of London may have influenced the composer, but it would not be 
helpful to describe these. The work must succeed or fail as music, and in no other 
way. Therefore, if the hearers recognize a few suggestions of such things as the 
Westminster chimes, or the lavender cry, these must be treated as accidents and not 
essentials of the music. 

The symphony is scored for three flutes (one interchangeable with piccolo), 
two oboes, English horn, two clarinets, bass clarinet, two bassoons, double 
bassoon, four horns, two trumpets, two cornets-a-piston, three trombones, bass 
tuba, three kettledrums, snare drum, bass drum, cymbals, triangle, jingles, 
tam-tam, glockenspiel, two harps and strings. r.c.b. 


"Pastoral” Symphony 

I. Molto moderato. II. Lento moderato. III. Moderato pesante; Presto. 
IV. Finale: Lento; Moderato maestoso; Molto largamente; Lento. 

One English critic said of this work: “There is nothing in the Pastoral 
Symphony but music.” The composer himself remarked on the absence of a 
program for the Symphony, “though some British commentators have con¬ 
cocted one.” It was his idea to “let the music suggest whatever images come 
to the individual mind.” 

The Symphony was given its premiere performance by the Royal Phil¬ 
harmonic Society under the direction of Adrian Boult on Jan. 26, 1922. On 
June 7 of the same year it was introduced to an American audience at the 
Festival of the Litchfield County Choral Union, Norfolk, Conn., with the 
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composer conducting. The Philharmonic Society gave its initial New 
performance on Nov. 24, 1922, under Josef Stransky. 

The Pastoral Symphony is Vaughan Williams’ third. The two prec 
ones also bear quasi-programmatic tides, the first being the Sea Symp 
for solo, chorus and orchestra (text by Walt Whitman), and the secon 
London Symphony . 

Perhaps there was some justification for the “concocted” program 0 
Symphony, whatever it may have been. After all, those “British comment; 
were not unaware of another Pastoral Symphony, whose subtitles do a 
job of telling a programmatic story which the hearer does not find too 
plicated to follow. 

On the other hand, a composer who disavows any programmatic inti 
to be given consideration, too. After all—and this time, very emphatically 
all he knew what ideas he was or was not writing about. In any cas< 
piece is neither program nor absolutely absolute music, but it may n 
amiss, at this point, to introduce a statement by Lawrence Gilman t 
effect that there is plenty of food for the fancy and the imagination to 
upon if the sensitive hearer is content, as he should be, with a profoi 
poetic utterance, in musical terms, of the moods, the atmosphere, the 
evoked by the title of the work. 5 ’ 

Vaughan Williams has devoted a good part of his life to the affecti 
study of English folk music. In this Symphony there is to be noted a mt 
and harmonic resemblance to certain modal characteristics in such mus: 

No foreign musicians,” we have been told, “will ever understand 
Vaughan Williams moves us so, until an essay is written beginning 
‘Bushes and Briars’ and other modal folk songs, and continuing 
Vaughan Williams arrangements of them, down to the stuff out of v 
he made the Pastoral Symphony” 

In company with many others of its type, “Bushes and Briars” shov 
intervallic structure not unlike the kind found in the music of the mec 
church. The melody of “Bushes and Briars,” whose “sweet, quaint, home 
ghost . . . hovers behind the curtain of lovely sound woven by Vaughan 
Hams,” was published in the Journal of the Fol{ Song Society in 1906, 
special section devoted to Songs Collected from Sussex . 

A shepherd named Pottipher sang this tune to the composer at Ing 
near Brentwood, on Dec. 4, 1903. Asked if he knew anything of the o 
of this or other songs in his repertoire, Pottipher replied, “If you can ge 
words, the Almighty will send you the tune.” The words he sang tc 
.tune in question went: 

Through bushes and briars of late I took my way, 

All for to hear the small birds sing and the lambs to skip and play; 
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I overheard my own true love, her voice it was so clear, 

Long time I have been waiting for the coming of my dear. 

Oddly enough, Pottipher amazed the composer by singing the same tune 
to an altogether different text, entitled “Willy on the Wagon Train.” Not 
unmindful of his musicological duties, Vaughan Williams noted that the 
tune is in the Aeolian mode (the ninth of the ecclesiastical modes, fifth 
Authentic). 

The composer has referred to the musical folklore from which he drew 
his collection as 

that precious heritage of beautiful melody which is being allowed to slip through 
out hands through mere ignorance and apathy. ... I could imagine a much less 
propitious way of spending a long winter evening than in the parlor of a country inn 
taking one's turn at the mug of “four-ale” (surely the most innocuous of all 
beverages), in the rare company of minds imbued with that fine sense which comes 
from advancing years and a life-long communion with Nature—and with the ever¬ 
present chance of picking up some rare old ballad or an exquisitely beautiful melody. 

In the Lento of the last movement of this Symphony the composer has 
written a vocalise for either soprano or tenor voice. It is in the nature of a 
song heard from a great distance, a melancholy song. r.c.b. 


Symphony in F minor, No. 4 

I. Allegro. II. Andante moderato. III. Scherzo (allegretto molto). IV. Finale 
con epilogo fugato (allegro molto). 

First sketches for this Symphony were struck during 1931 and 1932. It was 
given its first performance in 1935, in which year it was also published. This 
Symphony by the dean of British composers carries no programmatic conno¬ 
tations, no title that might give rise to such ideas. As a matter of fact, neither 
the London nor the Pastoral Symphonies are to be conceived as program 

works. b , 

Yet when Albert Coates introduced the London in New York he supplied 
an elaborate program description of it. That has had a wide circulation since 
then, and it is generally believed that it was done with at least the partial 
consent of the composer. 

The Pastoral Symphony carries no subtitles, differing radically from another 
Pastoral Symphony. There are no so-called bucolic episodes in it and, as an 
English critic has remarked, “there is nothing in the Pastoral Symphony 
but music,” in which, doubtless, he is seconded by the composer. 

The Fourth Symphony, it may be interesting to note, has earned this 
expression from its creator: “I don’t know whether I like it, but this is what 
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I meant.” The listener, one supposes, may be permitted to go on from 1 

We are told that this is a work of great logic and emotional power, 
subject, whatever it may be, is contained within it. Further, “it is a si 
of a logical nature.” The essence of the Symphony is a sort of “disput 
on two themes, which run right through all four movements.” One of 
themes (both appear early in the first movement) is what might be te 
“horizontal,” its melodic line possessing the merest semblance of inter 
structure. The other is, in contrast, a “vertical” theme. 

The final movement, a combination of symphonic and fugal wr 
makes important use of the themes, which, because of their contn 
natures, fit the composer’s plan admirably. 

The Symphony’s opening measures are of enormous power, and the p 
generated by full and heavy scoring, continues almost undiminished t 
end. There are few light moments in the music. The closing movem< 
reserved for the “weightiest matter.” As Frank Howes points out in his 
The Later Wor\s of R. Vaughan Williams, Brahms did likewise in thi 
his four symphonies. He shows that Mozart started the vogue in his Jt 
Symphony and that Beethoven proceeded at his most significant pace i 
concluding section of the Choral Symphony . 

The Finale of the Vaughan Williams Fourth is tied to the preceding j 
ment. The linkage point is not readily evident. The fact is that the 
subject of the Finale is related to a minor one in the second movement, 

As in the London Symphony and the Piano Concerto, the compose 
written an Epilogue, which corresponds to some Beethoven super-coda, 
a summary, in other words, of die separate movements, though of 
wider scope and of a more complex form than a coda. He aims, therefc 
a conclusion which must be the logical outgrowth of the arguments pres* 
Moreover, his purpose is to achieve an “emotional peroration.” 

From Vaughan Williams’ book Music and Nationalism comes the folic 
statement: 

Every composer cannot expect to have a world-wide message, but he 
reasonably expect to have a special message for his own people, and many * 
composers make the mistake of imagining they can be universal without a 
having been local. Is it not reasonable to suppose that those who share our lif 
history, our customs, our climate, even our food, should have some secret to i 
to us which the foreign composer, though he be perhaps more imaginative, 
powerful, more technically equipped, is not able to give us? This is the secret 
national composer, the secret to which he only has the key, which no foreign 
share with him, and which he alone is able to tell his fellow countrymen. Bui 
prepared with his secret? Must he not limit himself to a certain extent so as t 
his message its full force? For after all it is the millstream forcing its way tb 
narrow channels which gathers strength to turn the water wheel. As long aj 
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posers persist in serving up at second hand the externals of the music of other 
nations, they must not be surprised if audiences prefer the real Brahms, the real 
Wagner, the real Debussy, or the real Stravinsky to their pale reflections. 

R* C. B. 

Symphony in D major, No. 5 

I. Preludio. II. Scherzo. III. Romanza. IV. Passacaglia. 

Inscribed on the score of the Fifth Symphony are the words, Dedicated 
without permission to Jean Sibelius,” whom Vaughan Williams numbers 
among the greatest geniuses of our time. The composer further notes that 
“some of the themes of this Symphony are taken from an unfinished opera 
The Pilgrim's Progress, but except in the slow movement the Symphony has 
no dramatic connection with Bunyan’s allegory.” 

The composer led the London Philharmonic in the world premiere of this 
Symphony on June 24, 1943, in Albert Hall, at a Promenade concert given 
under the auspices of the British Broadcasting Corporation (B.B.C.). Stimu¬ 
lated by the work of the Society for Cultural Relations with Russia in bringing 
new Soviet scores to the attention of the English public, the B.B.C. joined 
other groups in a similar hunt for novelties. 

Two and three new compositions were offered weekly in the Promenade 
series. Among the first few featured was the Vaughan Williams symphony: 
“by far the most notable of all the new music heard from orchestras and 
chamber-music players,” according to F. Bonavia, London correspondent of 
The New Yor\ Times. The rest Mr. Bonavia had found "rather bewildering.” 
To what he described as “this unsteady, restless, perplexing world of music,” 
the new symphony of Vaughan Williams had come “to restore faith and con¬ 
fidence.” Continuing his appraisal, Mr. Bonavia reported as follows: 

Here at least there is no faltering, no adapting of one’s thoughts to the fashion of 
the day, no experimenting with new, untried tools. Modal harmony there is but 
modal harmony is the very breath of life to Vaughan Williams and always has been. 
In others—including some of the pupils—it has become an affectation; it is perfectly 
natural to him. 

It is significant that in this Symphony Vaughan Williams reverts to his earlier 
style, the style that gave us the Fantasia on a Theme of Tallis . And although divided 
in four movements it is all pervaded by the same spirit. The orchestra is compara¬ 
tively small, having but two horns in place of the usual four, and there is nowhere 
anything like a climax of great sonority; yet nowhere does one feel the slightest need 
for greater variety either in tone or texture. The reason is not far to seek. 

The motive power is given not by an academic trick but by a spiritual impulse 
which guides the hand of the artist and leads him to express himself m the simplest 
manner. What he has to say does not need the addition of questionable ornament. 
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and his thought is averse to rhetoric. The charm of the work is in the ideas 
sents rather than in the manner of presentation, although anyone who has 4 
in musical composition must know that it is far more difficult to present ^ 
without than with elaborations. 

How we shall come to regard this Symphony when we know it well it 
possible to surmise at present. Its simplicity and its sincerity may well create 
fashion, based not on imitation but on those elemental principles of artistic h 
and integrity which give it its true strength and character. It may in ti* 
regarded as Vaughan Williams' best achievement, even though during th 
performance the first section, in which the composer lingers and plays with * 
his favorite harmonic combinations, seemed slightly overlong. 

But it is obviously the work of a man whose faith is entire and whose q- 
rises above conventions. It needed courage of a rare kind to return to the , 
style, after the experiments of the Piano Concerto, of the Fourth Symphon 
the String Sextet. Only a profound faith could have suggested ideas so remote 
the torment and turmoil of today. 

This is the work of one who has attained what he had long labored to j 
peace and serenity of mind and soul, as well as a perfect balance between th 
and medium. 

The scoring of the D major Symphony is for two flutes, one oboe 
English horn, two clarinets, two bassoons, two horns, two trumpets, 
trombones, tympani, and strings. 

The four movements are marked as follows: I. Preludio (4/4, Mod 
. Allegro; Moderato), enclosed within statements by two horns of a 1 
which strikingly sets the whole mood of the Symphony; II. Scherzo (I 
3/4), the main motive of which is given out by the strings; III. Ron 
(Lento, 3/4), which the composer admits has “dramatic connection” 
John Bunyan s allegorical classic, from which the score quotes these v* 
“Upon that place there stood a cross, and a little below, a sepulchre, 
he said: He hath given me rest by His sorrow, and life by His death’” 
IV. Passacaglia (3/4, Moderato), in which the cellos expound the gi 
bass, the movement ending in a coda with a return to the tempo o 
Preludio. 

Writing for the B.B.C. publication The Listener, A. E. F. Dickinson ft 
analyzed the Symphony as follows: 

In the Preludio (I) the Allegro, although covering by harmonic means a 
area in a short space, is only an interlude in a series of wayward variants o 
notes GCD/AGA, essentially a plainsong phrase. 

After this Moderato a scherzo (II) follows naturally; its refrain (muted sti 
forces the rising fourth of the “plainsong” into two fourths (and back), in ^ 
rhythmic detail, with a plain auxiliary theme announced by flute and bassoofl 
two episodes show more sprightly material, the second a phrase from the wo 
unison with trenchant falling thirds. 
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The slow Romanza (III) treats in characteristic rhapsodic manner two themes, 
first associated with the alto oboe and divided strings, and introductory chords prove 
useful and for one moment lively companions. 

In the final Passacaglia (IV), secure at last in D major, the introductory mood is 
maintained, but the grand ground bass (one bar under the usual eight) gathers 
increasing dignity, like Bach’s Dona nobis pacem, and although striking variations 
of meter appear in the clarinet and elsewhere, the note of quiet confidence is con¬ 
tinued in a second major tune. . 

This acquires a rare exultation and finally, after a recollection of the preluding 
plainsong, seems to fill the whole world with its song of goodwill. In the com¬ 
paratively smooth melodic texture of the Symphony this simple but suggestive 
melody is able to summarize in its “objective” eight bars all that has preceded. 

Dickinson noted the curious fact that the persistent opening chord of the 
Preludio echoed the final tranquil interlude of Vaughan Williams’ previous 
symphony, in F minor, a work whose dominant mood is one of grim, jarring, 
almost satanic force. Like Bonavia he viewed the Fifth Symphony as a 
patent reaction toward tranquillity.” 

Vaughan Williams’ serene lyricism, even “sweetness” in this score contrasts 
oddly with the stark, at times brutally harsh, character of the Symphony in 
F minor, which Eric Blom described as “among the most strident things in 
modern music.” As Mr. Bonavia pointed out, in the Fifth Symphony the 
English composer returns to an earlier idiom—a style more tranquilly per¬ 
sonal and at the same time flavored with the folk tradition of English song 
and poetry. So sharp is the swing from preceding scores, that W. H. Haddon 
Squire, writing for The Christian Science Monitor, even predicted its sim¬ 
plicity, in these piping days of dissonance, would shock “young ears attuned 
to harsh discords.” 

As another possible source of shock to “young ears” Mr. Squire notes the 
“pentatonic flavor—which like the faint, indefinable odor of a room in an 
old English country house pervades the Symphony from end to end. 

Artur Rodzifiski conducted the American premiere of the Fifth Symphony 
on an all-British program of the New York Philharmonic-Symphony in 
Carnegie Hall on Nov. 30, 1944. ^ ^ 


Overture to the Comedy ct The Wasps” of Aristophanes 

Vaughan Williams wrote this Overture, as well as several pieces of incidental 
music, for a performance of the Greek comedy at Cambridge in November, 
1909. Included in the set were vocal solos, choruses, and orchestral interludes. 
In 1925 the composer published a Suite drawn from the music. This contained 





THE CONCERT COMPANION 


788 

the Overture, which was first heard here at a concert in the Lewisohn Sta¬ 
dium, New York, on July 26, 1932. Albert Coates was the conductor. 

Of the witty and sprightly overture to Aristophanes’ comedy, the critic and 
biographer, Edwin Evans, a close friend of the English composer, has written: 

Though quite unpretentious, and unaffected by Hellenistic or any other kind of 
learning, it is possible that this playful music really does reflect something of the 
mental attitude of an average Athenian citizen when stimulated by the witty 
irreverence of the father of comedy. 

The music has even a touch of innuendo. . . . That it is an outrageous anach¬ 
ronism is entirely in its favor. Imagine how dull the same subject could have been 
made by certain musicians possessing views or theories upon what is authentically 
Greek! 

Produced in 422 b.c., The Wasps was Aristophanes’ satiric thrust at the 
Athenian passion for litigation. In an earlier comedy The Clouds, the Greek 
playwright had flouted the philosophical trend typified by the Socratic schools. 
In The Wasps he turned the whiplash of deadly parody on the law courts, 
Athenians loved to serve on juries. They idolized abstract and abstruse “jus¬ 
tice.” Day after day the older men flocked to the trials, neglecting their private 
affairs. Aristophanes saw defects in the whole court system of Athens. 

Besides, he hated the Assembly leader Cleon, who had prosecuted him 
earlier. So-called Greek “democracy” was anathema to him, an affluent aristo¬ 
crat and landowner. He traced all Greece’s woes to the “liberal” spirit In 
short, Aristophanes belonged in the camp of “reaction.” Still, he battled 
fearlessly against incompetence and dogma. He spared no one, not even the 
gods. He caricatured Euripedes and chided the sophists. He exposed the 
meanest of human foibles and slashed at sanctimonious smugness. 

Aristophanes could stoop to the vilest buffoonery in picturing the poor 
and his language often smacks of the gutter. But at his best he combines the 
comic verve of Moliere, the flaying irony of Juvenal, the satiric sharpness oi 
Swift. In fantasy he is wilder than Lewis Carroll and Gilbert, and no less ar 
authority than Gilbert Murray credits him with writing poetry of the “mo$i 
exquisite beauty.” 

In The Wasps Aristophanes’ feud with the popular self-made statesman i 
evidenced by the names allotted to the two main characters—Philocleor 
(meaning “Love-Cleon”) and his son Bdelycleon (“Loathe-Cleon”). 0 
course “Love-Cleon” is the villain of the piece, the jury addict, and “Loathe 
Cleon” the sane and sagacious hero. 

Philocleon leaves home every day to serve as “dicast” or juryman. His sor 
implores him to mend his wasteful ways, to no avail. At length Bdelycleor 
locks him in the house. Philocleon makes futile attempts to escape. He turn: 
himself into smoke and tries to leave through the chimney. A stone is placec 








RALPH VAUGHAN WILLIAMS 789 

over the chimney, I hrough a hole in the tile he makes his way to the roof 
and perches there as a sparrow. He is caught in a net. Finally, a group of 
lei low jurymen come to his rescue. This is the famous “Chorus of Wasps” 
from which the play's title derives. They storm their colleague’s prison and 
put their wasp sting to good use. But they are hurled back. 

Bdrlyelcon then makes a concession to his father’s weakness. He will stage 
a trial at home. The house dog lathes is arraigned for stealing cheese. Witnesses 
are summoned and examined. Philocleon indulges his judicial flair to the full. 
Through a llnke the dog is acquitted. It is Philocleon’s first acquittal, and 
the old mat! nearly dies of mortification. The mock trial resolves into a 
parody of alleged Athenian court practice, with the judge’s feelings cannily 
played uprn* by the defense* The whole machinery of trial by jury is travestied, 
and wc arc not surprised to learn that the dog Labes represents the general 
Laches wtm had been condemned by Cleon for extortion. 

In fhr sa mu l write of the comedy the jurymen come to liberate Philocleon 
dressed up grtitrsqurly as wasps, “whose acrimonious, stinging, exasperated 
temper is meant 10 typify the character fostered among Athenian citizens by 
excessive addatiun to torensie business.” Apparently they wore wasplike masks, 
black and yellow gowns, and carried weapons looking like magnified wasp 
slings, Af title point the chorus chants; 

It ;mv of this good company should note our strange array — 

Thr wasptikr waists anti mm barred suits that we have donned today— 

And it hr adn what means this sting we brandish, as you see, 

Him will wc undertake to teach, dull scholar though he be, 

PhdtH Iron urges them to the attack; “Gime, my dear companions, wasps 

wiiU trinities*. hr, it!’,, tty against him, animated with your fury. Sting him 
in thr back, in tit*, ryes, and on hi* fingers.” 

Ratine, thr gtr.tt French dramatist, famed for his tragedies, wrote a single 
,,.mrdv, U< VUulmrt, which is largely a translation (with the locale and the 
ih.it.tetris’ tunics changed) of Aristophanes’ comedy. In his preface the pol¬ 
ished and luhtvatrd Frenchman coni esses, apologetically, that naturally the 
trlutnl ,itt of Mrtundcr and Terence appealed to him more strongly than 
the blunter speech and iltolleries of Plautus and Aristophanes. 

"Fantasia on a Thome by Thomas Tallis” for Double String 
Orchestra 

Tin mar prtformanre nf the Fantasia took place in Gloucester Cathedral, 
„n Sr,a. ptlii, uti the occasion of the Three Choirs Festival (including the 
ilnurs of (d..mrs.er, Worcester, and Hereford) of that year. It was not 
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published, however, until 1921. The work was introduced to this countr 
a concert of the Symphony Society of New York in Carnegie Hall on Ms 
1922, Walter Damrosch conducting. 

The composer wrote the following instruction in his score: 

The second orchestra: two first-violin players, two second-violin players, two 1 
players, two violoncello players, and one contra-bass player—these should be t; 
from the third desk of each group (or in the case of the contra-bass by the 
player of the second desk) and should if possible be placed apart from the orchc 
If this is not practicable, they should play sitting in their normal places. The 
parts are to be played by the leader in each group. 

Thomas Tallis, insofar as is known, was born about 1505. Conjecture 
it that he was a chorister at either St. Paul’s Cathedral or the Chapel R< 
It has been established that he held some sort of official position at the Al 
of the Holy Cross at Waltham, in Essex, when the Abbey came to the 
of its days in 1540. It may be, also, that Henry VIII nominated him < 
before that a Gentleman of the Chapel Royal, which office he held, poss 
until his death, on Nov. 23, 1585, in the reign of Elizabeth. Since the pe 
includes the reigns of Edward VI and Mary I, it is then quite plausibl 
believe that Tallis took each of the successive religious changes in stride, 
forming, as it were, readily, if not devotedly. 

Be that as it may, he was a Protestant in 1567, when he penned eight tu 
each founded on one of the eight ecclesiastical modes, for the Metrical Ps; 
of Matthew Parker, Archbishop of Canterbury. Because the cantus fir 
in the original volume is in the tenor part, the following explanation appe 
The tenor of these partes be for the people when they will sing alone, 
other partes for greater queers [choirs] or to such as will play or sing tl 
privately.” 

One of the customs of Tallis’ time was to ascribe special characteristic 
the eight ecclesiastical modes, as witness their unusually quaint descriptioj 

verse: . 

The first is meeke: deuout to see. 

The second sad: in maiesty. 

The third doth rage: and roughly brayth. 

The fourth doth fawne: and flattry playth. 

The fyfth delight: and laugheth the more. 

The sixth bewaileth: it weepth full sore. 

The seuenth tredeth stoute: in froward race. 

The eyghth goeth mild: in modest pace. 

The tune on which the Fantasia is based is the third. It is not likely 
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it will rage or bray, as it once did, but anyway Tallis considered it excellent 
for the second Psalm: 

Why fumeth in sight: the Gentile spite 
In fury raging stout? 

Vaughan Williams, wishing to retain all the tune’s ecclesiastical character, 
has utilized its authentic harmonies. 

In passing, Thomas Tallis and William Byrd (his godson) obtained from 
Queen Elizabeth in 1575 the exclusive privilege to print music and ruled 
music paper. The little monopoly lasted for twenty-one years, Byrd taking 
over when Tallis died. Thomas Tallis was buried in the parish church at 
Greenwich. A brass plate carrying his epitaph was removed when the church 
underwent alterations early in the eighteenth century. The inscription ran: 

Enterred here doth ly a worthy Wyght 
Who for long Tyme in Musick bore the Bell: 

His Name to shew, was Thomas Tallys hyght, 

In honest vertuous Lyff he dyd excell. 

He serv’d long Tyme in Chapell with grete prayse 
Fower Sovereygnes (a thing not often seen) 

I mean Kyng Henry and Prynce Edward’s dayes, 

Quene Mary, and Elizabeth our Queue. 

He maryd was, though Children he had none, 

And lyv’d in Love full thre and thirty yeres, 

Wyth loyal Spowse, whos name yclyipt was Jone, 

Who here entomb’d him company now bears. 

As he did lyve, so also did he dy, 

In myld and quyet Sort (O happy Man) 

To God ful oft for Mercy did he cry, 

Wherefore he lyves, let Death do what he can. 





Giuseppe Verdi 

born: le roncole, near busseto, DUCHY OF PARMA, OCT. 10, 1813. died: mil 

JAN. 27, I90 X. 

His was a voice from the nether stratum, fran\, fierce, lurid, unheard 
before on the lyric stage; he brought into over-sophisticated opera the 
popular song . . . and turned its siren warblings to passionate 
utterance . . . . His volcanic heat fairly singed the boards; people 
began to wa\e up, and say: Here verily is a man !— William Foster 
Apthorp. 


Overture to "Luisa Miller” 

Salvatore Cammarano sent his scenario for Luisa Miller to Verdi, who ^ 
in Paris, on May 3, 1846. Almost immediately an exchange of letters bej 
between the collaborators. Their content is interesting in many respects, 
chiefly because of the detailed instructions and suggestions on the work t 
sallied back and forth. The libretto was completed in August of that y< 
though Verdi had already started on the music in July. In the first week 
September he notified Cammarano that the music would be finished—outs 
of the orchestration—by early October, and that the opera could be put 
at the end of that month. (Orchestration, apparently, was the least of 
worries!) 

However, the world premiere of the opera was not to take place u, 
Dec. 8, at the Teatro San Carlo, a quarantine and still other matters see 
to that. Verdi had not wanted to go to Naples at all, relenting only a: 
urgent appeals from Cammarano and the impresario Flauto. Some of 
circumstances leading to the first performance add up to a comedy of err 
as seen in the cold light of today, but they must have given all conceri 
many a pretty headache at the time. 

The impresario’s financial status was something on the order of nil. Ve 
taking a cue from Cammarano, threatened to make a sudden exit, un 
3,000 ducats were turned over in advance, as promised. A would-be troul 
maker by the name of the Duke of Ventignano, Superintendent of the Rc 
Theaters, tried to checkmate the composer, invoking a ridiculous law wh 
prohibited any artist from leaving Naples without sanction from the form 
august office. Characteristically, Verdi responded that he would board a Fre: 
frigate, then in the port, and depart, bag, baggage, and opera. History tells 
that Verdi won the little joust. 
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In addition, Verdin friends went to all sorts of devices to keep one Capece- 
lutro, a minor composer, from seeing him. Capecelatro, the word went, was 
cursed with die imi/We/iio (evil eye), and it just would not do to have him 
cast an awful optic or two on the hard-working Verdi. Had he not been 
responsible tor the failure, tour years before, of Verdi’s Alzira and in the 
very same ctiyr So die well-meaning coterie kept their charge far away from 
such dangers. When i\n#V*i Millet finally was produced the audience liked 
least dir Iasi act, which is considered the best in certain informed circles. It 
happens that in the intermission period just before it Capecelatro met Verdi 
face to bar and, in an at locational fervor, threw his arms around him. 

The libtrffo of Lith’j Milter m an adaptation of Schiller’s Kabale und Liebe 
(Intrienc nJ JVmrK Some Verdian students have fulminated against it, 
others luvr rallied nobly m its defense. Francis Toye, in fact, goes so far as 
io call it *\m rucllem piece of work which carries conviction even today.” 
K ’ammatatio made some changes in several of the characters, eliminated two 
uf thnii rfibrriy, hot: nmmaodramatic purposes he removed all political and 
si Mai signify a tier from flic Schiller play, being content to “concentrate ex¬ 
clusively mi the individual poignancy of the situations” 

The « fvrftmr h me of dir best the composer has written, offering only one 
theme, wltfiSt h clrvrrlv put through a variety of moods and paces. Toye says 
of in ”Thr polyphonic treatment Is admirable, the orchestration adequate; 
its irdio ovny by smnr enterprising conductor seems overdue.” One may add, 
the time has route. 


R. C.B. 



Tomas Luis de Victoria 

BORN: AVILA, CIRCA 1535-I54O. DIED: MADRID, AUG. 27, l6ll. 

One seems to behold this Christian rising from prayer, his heart 
flooded with a profound joy and an infinite gratitude .—Louis Laloy. 

"Jesu, dulcis memoria,” Motet 

[Symphonic transcription by Leopold Sto\ows\i\ 

In its original form this composition is a four-voice motet on the famous hyi 
of St. Bernard of Clairvaux (1091-1113). Entided merely “Hymnus,” it appe 
as the second 'entry in Volume VIII of the monumental edition of Victor 
works edited for Breitkopf and Hartel by the distinguished Spanish musicc 
gist Philippe (or Felipe) Pedrell. This volume appeared in 1913 as a supplem 
to the previous seven. Besides many short pieces, among them the “Hymnus’ 
question, it included Victoria’s long-lost mass Missa Domenicalis, which Ped 
had recently found in the Cathedral of Tortosa. In the index the short m< 
on St. Bernard’s hymn is grouped under “Cantiones Sacrae” (“Sacred Song: 
The four-line stanza used by Victoria runs as follows: 

Jesu, dulcis memoria, 

Dans vera cordi gaudia; 

Sed super mel et omnia 
Eijus dulcis praesentia. 

Some years ago Winfred Douglas made a free rendering of the Latin wc 
for a collection of Spanish Sacred Motets which Kurt Schindler edited for 
Oliver Ditson Company of Boston. The singable adaptation was as folio 

Jesu, only to think of thee, 

Doth give heart’s dearest joy to me; 

But more than all things honey-sweet 
Would be thy very self to meet. 

Schindler’s arrangement for mixed voices was No. 8 in the collection, wl 
included a few other specimens by Victoria as well as several motets of 
composer’s great contemporaries, Francisco Guerrero and Cristobal Mor 

The motet form has a long and honorable history in the developmen 
Renaissance music. It acquired marked importance during the sixteenth cen 
as a universal form in liturgical polyphony. Strictly speaking, it was a c 
position for voices to a sacred Latin text used in Roman Catholic worship 
usually divided into two sections running continuously. 
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The motet was freer in form than the fixed parts of the Mass, and, as Tovey 
pointed out, it never formed a permanent section of the ritual. He wrote: 

The most important kind of motet is that which is written for a particular holy 
day. Such motets are sung between the Credo and the Sanctus of the Mass. They 
are often founded on the Gregorian tones of their texts, and the Mass is founded on 
the same themes, thus giving the whole service a musical unity which has never 
since been approached in any Church music even under Bach. 

The term motet has also been freely used to designate secular compositions, 
Tovey offering as an instance the dedicatory motet at the beginning of Pales¬ 
trina’s Fifth Book. The history of this form is closely paralleled by the growth 
of its nonliturgical counterpart—the unaccompanied madrigal,' which also 
flourished at the height of the Renaissance and rivaled it in beauty and wealth 
of output. 

As for Victoria himself, it is assumed he was born at Avila, Spain, though 
the frequent references to him as “Presbyter Abulensis” would seem to point 
merely to his having been priest of that parish. Because of his name, many have 
assumed the town of Victoria was his birthplace. In 1573, Victoria was made 
Maestro di Cappella at the Collegium Germanicum of Rome, which he left in 
1589 to become vice-choirmaster of the Royal Chapel at Madrid, a post he 
retained till 1602. 

Victoria was one of the great triumvirate that ruled sixteenth-century music, 
the others being Orlando di Lasso and Palestrina. His music is marked by a 
lofty mysticism as well as an impulsive fervor of speech. Some of his vehement 
flights of imagery have prompted charges of “morbid sensualism’ and sensa¬ 
tional effects of ecstasy.” Of Victoria, Tovey once wrote: 

His mastery is unfailing, but his methods are those of direct emotional effect; and 
the intellectual qualities that strengthen and deepen this emotion are themselves 
innate and not sought out. The emotion is reasonable and lofty, not because he has 
trained himself to think correctly, but because he does not know that anyone can 
think otherwise. 

While the note of kinship to Palestrina and di Lasso is strong in Victoria’s 
music, one or two telltale traits of Spanish origin may be discerned, especially 
the intense mystical ardor and fierce sensuous imagery, which in Spanish 
painting find their fullest expression in the impassioned style of El Greco. 

As if to confound lexicographers and annotators, Victorias name is equally 
acceptable in three forms: Tommasus Ludovicus Victoria (Latin), Tomaso 
Ludovico da Vittoria (Italian), and Tomas Luis de Victoria (Spanish). 


L.B, 
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Henri Vieuxtemps 

born: verviers, Belgium, feb. 20, 1820. died: mustapha-les algers, algie 

JUNE 6 , 1881. 

When we spea\ of Vieuxtemps, we are apt to thin\ of Paganini .• 

—Robert Schumann. 

1 

Concerto for Violin and Orchestra in D minor. No. 
Op. 31 

I. Andante; Moderato. II. Adagio religioso. III. Scherzo: Vivace. IV. Fin 
marziale: Andante; Allegro. 

More than one hundred years ago, the Philharmonic Society of New Yc 
extended its hospitality to Henri Vieuxtemps, a young Belgian violinist, wl 
though only twenty-four, was widely regarded in Europe as one of the reigni 
virtuosi of the day. Vieuxtemps appeared as guest at the concert o£ May 
1844, held in the Society’s first meeting place, the Apollo Rooms, located 
410 Broadway, between Walker and Lispenard Streets. For “the first time 
America” he played his own Fantasia pour le violin sur la quatrieme cor 
Op. 18. An extended tour of America followed Vieuxtemps’ New York appe 
ance, and he later revisited this country in 1857 and again in 1870, when 
toured with a company that included the singer Christine Nilsson. 

A musician of prodigious resource, Vieuxtemps brought gasps of astoni 
ment with his facile sight reading. After the death of Paganini, many of 
contemporaries ranked him first among the technicians of the magic be 
Testimonials of his fabulous beauty and purity of tone were left by trustwori 
witnesses like Wieniawski, and even a formidable critic like Berlioz once cal 
him “a remarkable composer, no less than an incomparable virtuoso.” In If 
this great artist suffered a stroke that paralyzed his entire left side, thus end: 
one of the most brilliant concert careers in music. Making a partial ream 
Vieuxtemps continued teaching for a time at the Brussels Conservatory. 

Of the seven concertos written by Vieuxtemps, the Fourth was evidently 
favorite. Certainly it aroused the greatest acclaim wherever he played it, besi 
which it has shown the sturdiest survival value of the group. It was Vie 
temps’ playing of this Concerto that prompted Berlioz, in his review in 
Journal des Dihats of the Paris premiere of 1851, to remark, “There are so 
talents that disarm envy.” Vieuxtemps had composed the Concerto in 1849-1 
in St. Petersburg, where he served in the double capacity of professor at 
Conservatory and court violinist to the Czar. As an added imperial note 
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score carries a dedication “To His Majesty Friedrich Wilhelm IV of Prussia.” 
All of which led the late Lawrence Gilman to observe aptly that the Concerto 
“was born to the purple.” 

An unusual feature of the D minor Concerto is the presence of four move¬ 
ments, instead of the customary three. Included in the scheme is a Scherzo 
vivace in D minor 3/4, which is usually omitted—a practice authorized by the 
composer’s own statement on the flyleaf of the violin part. “This concerto,” 
wrote Vieuxtemps, “can be played without the Scherzo. In this case, the per¬ 
former will pass immediately from the Adagio to the final Allegro, omitting 
the fourteen measures of Andante which serve as Introduction to it. 

The Concerto opens with an orchestral introduction in D minor, 4/4, after 
which the voice of the solo violin is heard in an extended recitative, broad and 
dramatic in places. There is a brief excursion into the key of F major, but soon 
the violin is back in D minor with a sustained cantabile theme, against which 
the orchestra pits a melody of its own. A cadenza of sweeping brilliance follows 
for the solo violin. Then the orchestra returns, in dramatic mood, and the music 
bridges over to the next movement. 

A few orchestral phrases promptly set the devotional mood of the Adagio 
religioso (E flat major, 12/8) through a chantlike theme. The violin is first 
heard in a series of arpeggios and then in a suavely lyric theme against a return 
of the orchestral chant. A second theme is now subjected to lengthy and varied 
treatment by the violin. In one graceful passage the violin is heard in serene 
discourse with the cellos and harp. The solo instrument then takes up the 
hymnlike motive of the orchestra, lifting it to its highest expression. The 
movement ends with a brief coda. Of this Adagio religioso Leopold Auer 
observed that it “must be interpreted in a spirit of the greatest reverence and 

with inner conviction.” . 

A lively, piquant theme, richly developed by the violin, forms the center or 
the Scherzo vivace which is rarely performed. In places the movement (D 
min or, 3 /4) swings along brightly with a verve and rhythm reminiscent of 
the Viennese waltz. For the solo theme of the trio (Meno mosso, D major), 
Vieuxtemps uses a kind of hunting motive, which is picked up by the orchestra 
before the main body of the Scherzo returns. 

Marked Finale marziale, the last movement starts with an orchestral prelude 
(Andante, D minor, 4/4) which reverts to the opening of the Concerto. The 
martial mood of the movement begins with the Allegro in D major (2/2) that 
follows—a mood presently imitated by the solo violin, which performs some 
acrobatics and then launches into a broad melody that becomes the most active 
theme of the movement. A third theme of warm, romantic character is later 
brought in by the violin. Orchestra and solo instrument now review the earlier 
themes, and presently, with the violin engaged in brisk passage work, the coda 
sets in, ending the freest and most impassioned of the four movements. 


I.. B. 





Heitor Villa-Lobos 

BORN: RIO DE JANEIRO, MAR. 5, 1881. 

He is a Rabelais of the new music with a laughter that is generoi 
rude, and gusty. And yet, beneath his colorful phrases, his lawl 
rhythms . . . there is a profound and glowing feeling .— Irvi 
S cHWERKE. 


"Chores”: No, 8, for Two Pianos and Orchestra; 
for Orchestra 

As used by Villa-Lobos, the term Choros has specific reference to ; 
composition of his own invention. The word itself derives from the 
choro, a type of sentimental serenade sung by itinerant musiciar 
authorized statement, Villa-Lobos has described his Choros as “a seric 
of this sort, with all the elements of my country welded together— 
the forests, the mountains, the Indians, the cries, the people, and 
boisterous carnivals.” The preface to the composer’s Choros No. 1 
clarifies the Choros as a composition “in which are synthesized the 
modalities of Brazilian, Indian, and popular music, having for prin 
ments Rhythm and any typical melody of popular character. T 
‘serenade’ gives an approximate idea of the significance of the Choros: 

Fourteen such Choros were written by Villa-Lobos between 1920 , 
In numbering them the composer has followed a plan of progress 
plexity, rather than chronology; i.e., if a later Choros proved of simp 
ture, he gave it an earlier, rather than a later number. No. 11, for exar 
composed in 1928, whereas No. 9 dates from 1929. How flexible a term 
is may be seen in the scoring of the successive numbers. No. 1 is for gi 
No. 2 is a duet for flute and clarinet. No. 3 is for male chorus an 
including saxophone. No. 4 calls for three horns and a trombone. Nt 
piano. No. 6 is for clarinet, trumpet, bombardine , and guitar. No. v 
chamber orchestra. No. 8 calls for two pianos and orchestra. No. 9 is s 
large orchestra. No. 10 is for chorus and orchestra. No. 11 returns to t 
and-orchestra combination, and so does No. 13. No. 12 is for orchestr 
calls for large orchestra, military band, and mixed chorus. 

According to the composer, the series is completed by an Introa 
Choros for Orchestra, and a Choros Bis for violin and cello. The latte 
Slonimsky has described as “a tour de force of instrumental writing, 
double-stops, harmonics, and a simultaneous use of pizzicato and arcc 
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the ciTect of a complete four-part ensemble.” Mr. Slonimsky’s own contribution 
to the clef mil ion of “Chorus” is that they contain the rhythms, melos, and 
rhapsodic let \ or ot Biaziiian music. The composer told the present writer 
that one might call the “Chores” a kind of “Brasilofonia ” 

Chums No. 8 was composed in Rio do Janeiro in 1925 and bears a dedication 
to Tomas Tcntm The work was heard here at the World’s Fair on May 4, 1939, 
when Burle Marx conducted the Philharmonic-Symphony in a concert spon¬ 
sored by the Brazilian Government, Mr. Marx then wrote o£ the work: 

It would not he easy to analyze this singularly original score in detail—its rhyth¬ 
mic combinations, often primitive, yet highly complex; its exotic scheme and 
novelty of instrumentation. A long introduction propounds several short themes. 
Later on a mnv mood is established by violas and celli over an accompaniment of 
bassoons and harp. A passage in dark and tragic vein, beginning as a heavy lament, 
mounts to an orgiastic pitch of excitement, A mouvement de tnarche moderie 
develops essentially as a dance movement. Toward the end, un peu moderi , rhythms 
of ^ lu ami b It* are utilized, with further audacities of instrumentation. An 
important part is played by the two pianos, requiring virtuoso capacities. 

Villa Tubers himself conducted the first North American performance of 
Chom< Nu. u m a New York Philharmonic-Symphony concert on Feb. 8, 1945. 

In a talk with the author, Mr. Villa hobos, who spoke in French, singled out 
some tYatuics ot his Chums No. 8 which he thought worth noting. 

My main esthetic intention was to create an atmosphere of the primitive feeling 
of musk pfufrited into our own epoch. 

The dominant noir I would call sentiment. This may appear singular, for against 
it you will find the juiadu* of tiu* highest instrumental brutality. In the introduc¬ 
tion 1 evoke a %eiiou% mood with popular and typical instruments [des instruments 
mlgitirr\' et /v/T/nru ( Later comes an agitated passage which I would call “the battle 
of the rhythms,” It was my friend Plorcnt Schmitt who once called the march 
section, ht m*m he ftmehrt des elephants. 

You ask me alum? development 4\ow I would define my method? I can only 
reply I woishtp filmy! Imagine for yourself wlmt a composer who worships liberty 
will do with development! 

Mi. Villa hobos remarked, smiling, that a Parisian colleague had started the 
practice of tHen tug to Chums No, 8 as k fott huhihne—iht mad eighth. 

In loiup.umg the two Chums, the dynamic Brazilian spoke of a diversity of 
sonorous material,” What he termed the “level of instrumental situation,” was 

the same in both. I !e said,: 

Them i* if however, no paradox in No. V Instrumentation and sentiment do not 
seem to eouftadu t one another as in the No. 8. My Chores No. 9 is perhaps closer 
m ttavmhm. No, 8 is Peer in structure. In No. 9 there are no interruptions—it 
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advances direcdy. No. 8 is more like a rhapsodic suite, while No. 9 i 
suggestive of the symphony and the symphonic poem. 

On the subject of themes, Mr. .Villa-Lobos said he followed th< 
procedure in No. 8 and No. 9. He explained: 

In fact, in all my Choros I have no fixed formula for the use of 
I use them for development or atmosphere, as I feel the need. I never repeat 
purely for the pleasure of repetition or to create “cyclic” music. I bring a ther 
only as its return grows out of necessity. I do not use ready-made folk soi 
dances. My themes often suggest folk themes, that is they have the aspect 
themes. I do not believe in quoting anyone else’s music. 

In my music there are no so-called influences. It is thoroughly American- 
continent—belonging to no school or special trend. To follow a fashion i 
to become a prisoner of one’s models. Naturally I draw on elements of 
technic. Let me express it thus: I have made my own form on the basis of c 
of the symphony, the rhapsody, the classical suite, the symphonic poem, 
sonata. What results is mine alone. I am an American composer—America] 
inclusive sense—who has evolved a new American form. 

He was asked about his sources of inspiration . Mention of the word pr 
a warm outburst from Mr. Villa-Lobos. 

How do I know what inspired Choros No. 8 and Choros No. 9? My a 
that I do not know what the word inspiration means. I create music out of r 
biological necessity. I write because I cannot help it. I follow no style or 
My artistic creed is la liherte absolue . When I write, it is according to the 
Villa-Lobos. 

Mr. Villa-Lobos has also written a Fantasia for Cello and Orchesti 
cated to Serge Koussevitzky; a Bachiana No. 9, dedicated to Aaron C 
and a Concerto for Harmonica and Orchestra. For a time he gatherec 
graphic material for a composite picture of the mountains of the Unite< 
From it was to grow his Symphony No. 7. An earlier symphony 
the mountains of his native Brazil into similar focus. He is a pheno 
prolific composer in all forms. 

In an interview with Olin Downes, critic of The New Yor\ Tii 
Brazilian composer declared he did not believe in music as “culture, o 
tion, or even as a device for amusement or for quieting the nerves 
something more potent, mystical, and profound in its effect. Music 
power to communicate, to heal, and to ennoble, when it is made a part < 
life and consciousness.” 

Although he has collected several thousand Brazilian folk meloc 
thoroughly absorbed the spirit of native music, Mr. Villa-Lobos t 
Downes that he never used this material in any literal or imitative i 
said: 





HEITOR VILLA-LOBOS 


8ox 


I compose in the folk style. I utilize thematic idioms in my own way, and subject 
to my own development. An artist must do this. He must select and transmit the 
material given him by his people. ... I study the history, the country, the speech, 
the customs, the background of the people. I have always done this, and it is from 
these sources, spiritual as well as practical, that I have drawn my art. 

Chores Nos. 8 and 9 call for a huge assortment of native percussion 
instruments. Among them are the reco-reco (notched stick); the chocalho (a 
rattle made by natives either with gourd seeds inside, or with strung and netted 
gourd seeds on the outside); the pios (used only in No. 9), a thin wooden stick 
producing a whistling sound when rubbed with a piece of folded cloth; the 
f>uita (“small animal roar”), described by John N. Burk, Boston Symphony 
annotator, as “a tin cylinder about 15 inches deep and 10 inches in diameter 
with a drumhead on one end and a gut string rubbed with rosin which extends 
from the center of the drumhead through the cylinder”—it is played by tightly 
pulling the hand over the strings; the matraca (ratchet), the caxambu, a glass 
bottle filled with gravel; and the camisao grande and camisao pequeno (literally 
* c large shirt” and “little shirt,” terms used for boxlike drums struck with the 
hand). A big snare drum may be used to replace the caxambu, as well as the 
camisao grande and camisao pequeno, which are used only in Choros No. 9. 
Three additional native drums are called for in Choros No. 9—the tartaruga, 
the tambor surdo (muted drum), and the tambourine de samba. The snare 
drum may be substituted for the first two, and a tambourine without jingles 
for the third. 

Choros No. 9, composed in 1929, is dedicated to Arminda Neves d’Almeida, 
who later became the composer’s wife. 

In music circles the name of Heitor Villa-Lobos is almost synonymous with 
Brazil. Indo-Brazilian lore and the country’s colorful history find concrete 
expression in his art through a rhythmic and melodic medium of marked 
national character. In the minds of most concertgoers he is associated with 
Brazil the way Jan Sibelius is with Finland, Carlos Chavez with Mexico, and 
Georges Enesco with Rumania—perhaps even more closely. Certainly, no other 
composer of that fascinating tropical land has so thoroughly absorbed its popu¬ 
lar and cultural heritage and so richly communicated it in terms of his own 
personality. 

Largely self-taught, Villa-Lobos admits that he did not find himself as 
creative artist till the day he decided to join a jungle expedition. Out of that trip 
grew extensive studies in tribal musical habits. In 1922 he went to Paris, not 
• with the idea of “imitating what others had done,” but “to show what he had 
accomplished,” as Robert Sabin wrote in Musical America . Villa-Lobos had 
been composing “revolutionary” music of his own for years before he came 
into contact with the Parisian vanguard. Some early compositions date as far 
back as 1900. Invited by the government to organize musical education in 
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Brazil, Villa-Lobos gave up creative work almost entirely for ten years, < 
which he founded schools and built huge choruses that now perform 
chief cities of Brazil, especially on Sept. 7, which is the country’s Indepei 
Day. Mr. Sabin writes: 

Today music is a vital part of the training of all Brazilian school childri 
more than a million people have been trained in the system which Villa-Lot 
worked out. Music to him is a socially collective force and experience. At fi 
piano and all other instruments are forbidden. Children learn the basic elem 
music through singing, sometimes in unison and sometimes in parts. T1 
trained to think of and to feel music as a part of all life. The geographical, bio 
and psychological aspects of music, and all of the other fields of human exp 
in which music exists are part of Villa-Lobos’ conception of musical educatioi 


"Descobrimento do Brasil, 53 Suite No. 1 

Completed in Rio de Janeiro in 1939, the Descobrimento do Brasil was a 
outgrowth of Villa-Lobos’ interest in native folklore and legend. The wo 
planned as a patriotic gesture centering in a great historical fact. The 
largely rhapsodic and typifies the composer’s remarkable grasp of exoti 
and rhythms. 

The researches leading to the composition of the Descobrimento a 
course of events descriptively surveyed are outlined in a prefatory 
Portuguese by Villa-Lobos himself, which may be translated and conde 
follows : 

The material for the symphonic series came from historical documents 
from the period of Brazil’s discovery. Almost no typical Portuguese music 
time is extant. Portugal was then dominated by the artistic and religious oui 
Spain and France. This, with popular religious singing and Moorish, Itali 
modern Greek songs, exerted a great influence on European centers. 

I tried to absorb the spirit of the letters of Pero Vaz Caminha to King D.. 
These letters lend themselves perfectly to a variety of artistic reconstruction 
evoked for me the moods and “states of soul” characteristic of that period. 

The work is divided into two main parts, the first describing the voyage of 
and slaves in a galleon commanded by Pedro Alvares Cabral and bound foi 
The second recounts what occurred in Brazil after their arrival. 

From the narrative left by Pedro Alvares Cabral I took material suggesting 
musical episodes. The piece called Alegria is one. It evokes the outcasts ai 
thinking back to their native celebrations. 

Villa-Lobos then describes his Canqao Moura (Moorish Song), assurr 
presence of Moors in the crew, then an Adagio sentimental, picturing 1 
ings of the nobleman aboard. Later he assigns a section to the slaves a] 
dreams of tribal feats and dancing. He continues: 
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During the uncertain crossing of the Atlantic, there arise in the musical pieces 
already cited, suggestions of doubt, revolt, "hallucination, sadness, hope, false con¬ 
fidence; moods of pity for lost ships, of mirages of land; of prayers and counsels. 
These “states of soul” intertwine with the storm at sea and are represented by 
vividly characteristic themes. 

Then comes a section, “Flores ta Virgem,” conveying the thrill of sighting 
land, followed by a meditative passage. 

Pre-Columbian themes collected by Jean de Lary and other historians enter 
the orchestral fabric of the Second Part, besides melodic strands of Villa-Lobos’ 
own invention in the same indigenous spirit. Primitive songs and dances based 
on material gathered by himself and on available recordings are introduced 
into the scheme. 

For the transporting of the Cross used in celebrating the first Mass in Brazil, 

I composed a religious piece entided “Procissao da Cruz,” contrasting two themes 
of different character, one authentically native, of a droning melancholy suggesting 
the vanishing trees of the forest where the sacred birds no longer sing; the other 
based on the “Creator alma siderum,” attributed to St. Ambrose, Bishop of Milan, 
author of popular Christian hymns. 

For the celebration of the Mass I wrote a great double chorus, a capella, the first 
part, for men’s voices, based on a theme from the classical Kyrie of the Gregorian 
missal, for women’s voices, being a combination of primitive themes set to a text 
in the Tupi-Guarini dialect. 

Thus I tried to bring to life the mood of this unforgettable picture which was the 
first Mass in Brazil. 

The “Symphonic Series 5 —thus subtitled—is divided into three suites, con¬ 
sisting of the Introdu 9 ao (Introduction) and “Alegrias na Horta 55 (“Gay Dances 
in the Orchard”). The key of C minor prevails in both. 

The-folkish character of the music is unmistakable, and dancelike episodes 
of the same flavor crop up at every turn. The opening movement starts with a 
broad Largo, followed by the first of the lively dance themes. An intriguing 
passage for flute, against an accompaniment of bassoon and solo viola, evokes 
an exotic setting. There is a slow section for saxophone solo, prompdy repeated 
by the full orchestra. 

Soon the song previously allotted to the flute is taken up by the strings, and 
after a brisk passage the English horn, a solo horn, and a solo cello discourse a 
new subject. In a short Allegro section a set of trumpet calls sound, accom¬ 
panied by one trombone, with the contrasting effects of nearness and distance. 
After the contra-bassoon intones a slow solo passage, the movement merges into 
the “Alegrias na Horta. 55 This is much simpler in structure, consisting mainly 
of a set of dances with two distinct themes, one broader and statelier, the other 
quick and sprightly. 
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The orchestration calls for two flutes, one piccolo, two oboes, English ho 
two clarinets, bass clarinet, alto saxophone, two bassoons, one contra-bassa 
four horns, three trumpets, three trombones, tuba, celesta, xylophone, pia 
harp, and the usual percussion and strings. 

The Descobrimento was first performed in America at the Philharmoi 
Symphony concerts of Mar. 12 and 14,1941, with John Barbirolli directing. 

L.I 


Toccata, "O Trenzinho do Caipira” ("The Little Train 
the Caipira”), from "Bachianas Brasileiras,” No, 2 

Villa-Lobos has completed eight so-called Bachianas Brasileiras, describee 
fusions of Bach style and folk style.” To the Brazilian composer, Bach is 
universal spirit as expressed in music—a source and end in itself. The Su 
are a form of homage to the Leipzig master, whom he speaks of as “a medi; 
among all races.” This homage Villa-Lobos has tried to express throug 
synthesis of the Bach spirit, Brazilian folklore, and his own individual st 
To Villa-Lobos what Bach represents is “deeply rooted in the folk musi< 
every country in the world.” Some have suspected a slightly different mo 
in the choice of title. “Probably a desire to tweak solemn noses,” is I 
Rosenfeld’s conjecture. 

A blithe little piece of program music—the Toccata is the last movemen 
Villa-Lobos’ Bachiana Brasileira No. 2. Its title, “O Trenzinho do Caipi 
is a reference to the bumpy little steam train used by berry pickers and f 
workers between villages in Sao Paulo province. Villa-Lobos took a trip 0 
one day in 1931. As the train chugged along the composer found hin 
weaving phrases around the theme of the rotating wheels. In an hour 
Toccata—or toccatina—was complete. That night Villa-Lobos and his wii 
brilliant cellist, played it in its first version for cello and piano. Later, in 1 
at the suggestion of the Brazilian conductor Burle Marx, the composer arrar 
the piece for chamber orchestra, plus a group of native percussion instrum< 
Thus, it became the final section of the Bachiana Brasileira No. 2. Cai { 
meaning “yokel” or “rustic,” derives from curupira, a word in the languag 
the Tupi Indians, one of the two major native tribes of Brazil. 

"Marked un poco moderato, 2/4, the piece is scored for one flute, one c 
one clarinet, saxophone, bassoon, two horns, one trombone, tympani, trial 
celesta, piano, and strings. Among native percussion instruments used are 
reco-reco (a “notched stick”), the chocalho (a rattle made by natives either 1 
gourd seeds inside, or with strung and netted gourd seeds on the outside), 
the ganza (a metal tube filled with gravel). Also included are a caixa 
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cdxa surda (snare drum and muted snare drum), the matraca (ratchet), and 
bombo (large bass drum). 

This work was included on the first program of Brazilian music at the 
World’s Fair on May 4, 1939, when Burle Marx led the Philharmonic- 
Symphony Orchestra. 


“Bachianas Brasileiras,” No. 5, for Eight Cellos and Soprano 


In the Bachianas Brasileiras No. 5 the air is first intoned by the soprano on 
an open vowel (vocalise), then with the Portuguese text given below, and 
finally hummed. 


Tarde . . . Cor de rosa e ouro; 

O crepusculo desce, 

Vai tingindo a superficie do mar . . . 

Sem saber porque a gente se entristece, 

Sem querer, os olhos se poem a chorar . . . 
Sem sentir minh’alma se desvanece, 

E’a serena hora em que os jardins do ceu 
Abremse em flores de luz sobre o universo. 
Emudecem as aves, trilan tristes insetos . . . 

E’um poema do mar, cada onda e um verso. 
Vem chegando a noite suave e lenta 
E’ saudade boa que me atormenta . . . 

Tarde cor de rosa e ouro, 

O crepusculo desce, 

Vai tingindo a superficie do mar. 


Afternoon . . . pink and gold; 

Dusk falls, 

Tingeing the surface of the sea . . . 

Without knowing why people sadden. 

Without wanting, eyes begin to weep . . . 
Unaware, my soul grows faint . . . 

It is the serene hour in which heaven’s gardens 
Open in flowers of light upon the universe. 

The birds are silent; insects are chirping 
sadly . . . 

A poem of the sea, each wave a verse . . . 
Night approaches, suave and slow . . . 

A bitter-sweet longing troubles me. 

Afternoon . . . pink and gold, 

Dusk falls, 

Tingeing the surface of the sea. 

'Brusilciv&s No. 5 was featured on. the 


Like the preceding work, Bachianas 
rst program of Brazilian music at the World’s Fair on May 4, 1939, when 
lurle Marx led the Philharmonic-Symphony Orchestra. Bidu Sayao was the 
oprano soloist. 








Giovanni Battista Viotti 

born: fontanetto, italy, may 23, 1753. died: London, mar. 3, 1824. 

He has been called “the father of modern violin playing” and while 
the modern violinist would rather fancy his performances a reincar¬ 
nation of Paganinis flaming virtuosities } he still turns first to Viottis 
cooler and easier concertos for a substantial part of his basic training. 
—Abraham Veinus. 


Concerto for Violin and Orchestra in A minor, No. 22 

L Moderate. II. Adago. III. Agitato assai. 

The son of a village blacksmith, Giovanni Battista Viotti learned to play 01 
small fiddle which he received as a present. He became so proficient that wt 
he was a mere eight years of age he was recommended by the Bishop 
Strambino to a patron of the arts, the Prince della Cisterna, of Turin, w 
placed the youngster in the care of Gaetano Pugnani, one of Piedmont’s fc 
most violinists. 

He was appointed to the violin section of the royal orchestra while he \ 
still a student and presently went with his master on a tour which took th 
through Germany, Poland, and Russia. He made many public appearam 
receiving encomiums everywhere. One day in 1783, however, his pride ^ 
given a serious blow when a minor violinist of his time drew a packed hoi 
whereas he had been able to lure only a few scant listeners at one of his o 
events some days previously. He decided to give up public appearances forei 

In any case, he was later appointed accompanist to Marie Antoinette 2 
maitre de chapelle to the Princess Soubise. In the meantime, he strongly refu 
to play in public. After some experiences as a manager at the Theatre Ital 
and later the Theatre Feydeau he went to London where he finally succuml 
to pressure and took up again the career of the violin virtuoso. 

In 1793, suspected of being in league with emissaries of the French Revc 
tion, he fled to Hamburg where he remained for two years. He then returi 
to London and bought a partnership in a wine house. A short stay in Paris 
1802 brought him immense gratification, for at a recital in the Salle 
Conservatoire he astonished everyone with his extraordinary powers. 

He visited Paris in 1814. Five years later he settled there, having accepted 
directorship of the Academie de Musique. Viotti held the position until 1 i. 
when he resigned. While on a trip to London, two years later, he died. 
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Vkifii Is regarded as the launder of the so-called modem school of violin 
playing* I Its compositions, among which are numbered many classics for the 
violin, include the published twenty-nine concertos (the first in “modern 
soiuu form, Mtppotted by a broadened orchestration’’). 

CutitfHtsfij,; this i 4 memo, Brahms once wrote to Clara Schumann, “It is my 
very *»jhvuI cuthiiMasm. h is a splendid work, of remarkable fineness of 
invention, hvmtltmg is thought out and worked out in masterly fashion and 

with imaginative tHiwrr," 

*■* 4 




Tommaso Antonio Vitali 

born: bologna, circa 1665 . died: modena(P), circa 1735 . 

The “Ciacona” in G minor is a forerunner of Bach's great wor\ in 
the same form for violin solo . It is a “Ciacona” with variations, in 
which a clean-cut rhythmic theme is developed in a number of con¬ 
trasting variations whose ornamentation is no mere external virtuoso 
embellishment. . . . A special charm of these variations is the 
change of tonality which occurs in certain ones among them — some¬ 
thing unusual in seventeenth-century compositions—and some de¬ 
cidedly inspired modulations. 1 hjiow of no other wor\ of its period 
which compares with the Vitali “Ciacona” as regards wealth of har¬ 
monic development .— Leopold Auer. 


"Chaconne” 

YFranscribed for Strings and Organ by Alfonso Gibilaro ] 

Of the many Vitali’s flourishing in the history of music, the first, Filippo, wa 
a Florentine priest, singer, and composer; the second, Giovanni Battista, : 
violinist and composer of ballet music; the third, Tommaso Antonio. Little i 
known about Tommaso. He was the son of Giovanni Battista. Probably like al 
great sons of still greater fathers, he was overshadowed by the greater Vitali 
The year of a man’s birth is often lost to history. In Tommaso’s case not evei 
the decade of his birth is known. Grove dates his birth from “about the middl 
of the seventeenth century at Bologna.” By a conjectural sequence of vita 
statistics, the Italian encyclopedists have decided on 1664 (Vitali pere havinj 
been born in 1644, for one thing). Some of the German chroniclers, even mor 
practical minded, have added a year. 

Anyway, Giovanni and Tommaso both migrated to Modena in 1674. Ther 
Tommaso joined the court cappella and in due time became its director. Tha 
was during the reigns of the Dukes Francesco II and Rinaldi I. In the humbl 
dedicatory style of the time, Tommaso, inscribing his initial work to his dues 
superior, speaks of himself as the “servitore attuale della medesima altezza . 

Tommaso’s association with the Accademia de’ filarmonici of Bologna date 
from 1706. Grove lists a sonata of his for two violins and bass as included in 
Bologna publication of that year. The album—the combined effort of a doze, 
composers—bore a fancy botanical title beginning with the words, “Corona a 
dodici fiori armonici” (“A Garland of Twelve Harmonic Flowers”). Late 
Tommaso wrote several works for solo violin and string ensembles. Earlier, i. 
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1692, as an act of filial piety, he had brought out an edition of the elder Vitali’s 
violin sonatas. Supposedly, he was a brilliant virtuoso of the fiddle, and among 
his famous pupils he numbered Girolamo Nicolo Laurenti. 

Today, Tommaso Vitali is remembered almost solely as the composer of a 
sturdy violin solo, with figured bass, the Ciaconna, or Chaconne. Violinists 
regard it as a “worthy predecessor” of Bach’s more famous Chaconne in its 
inventive power and masterly sequence of variations. .The Ciaconna was first 
edited by Ferdinand David in 1867 for “Die Hohe Schule” collection of violin 
studies. Shortly thereafter, Hermann arranged it for viola and piano. Later the 
Italian Anzoletti and the Belgian Charlier made fresh versions for violin. 
Ottorino Respighi was apparently the first composer to expand the Ciaconna to 
fuller scoring, his rendering calling for string quartet and organ, besides solo 
violin. 

As in the case of the Bach Chaconne, many musicians consider the solo violin 
incapable of conveying the full breadth and cumulative massiveness of the 
original Ciaconna. Material and implications both seem to invite broader 
development. In making his transcription, Mr. Gibilaro assigned the “great 
moments” of the Vitali work to the massed strings, reserving the more delicate 
variations for the solo violin. In places the theme is used contrapuntally against 
the variations, the whole mounting to a resounding close, in which strings and 

organ combine in full force. # 

Mr. Gibilaro, a pianist, composer, and opera coach, was born in Porto 
Empedocle, Sicily. In 1897, at the age of nine, he entered the Palermo Con¬ 
servatory, where he was later a fellow pupil of Gino Marinuzzi. He came to 
London in 1911 and has since resided there. In 1916, he married John Bar¬ 
birolli’s sister Rosa. Mr. Gibilaro has several published compositions to his 

credit. « * uv ” 

The transcription was written in London during the frightful air blitz 

days of 1940. To quote Mr. Gibilaro, “it helped pass the time between periods 
of fire-watching on the roof.” John Barbirolli led the New York Philharmonic- 
Symphony in the premiere of the arrangement on Mar. 19, 1942. ^ B- 







Antonio Vivaldi 

born: venice(P), circa 1675. died: Vienna, july, 1741. 

The compositions chosen for the festival confronted us with a Vivaldi 
who can he compared without hesitation to J. S. Bach . Every day it is 
more evident that the influence exerted by Vivaldi on the Cantor was 
considerable and perhaps even decisive in his molding .— Alfredo 
Casella, writing of the Vivaldi Festival in Siena, in 1939. 


Concerto in D minor. Op. 3, No. 11 

[Transcribed for Orchestra, with Organ, by Alexander Siloti] 

I. Maestoso. II. Largo. III. Allegro. 

Awaiting publication in the Biblioteca Nazionale of Turin is a vast store 
of musical manuscripts dating from the eighteenth century. The gift of 2 
Dr. Foa, it consists of 300 concertos and twenty-two operas. Dr. Foa inherited 
the collection from descendants of the man who wrote them, and this mar 
was Antonio Vivaldi, in his time a composer far more celebrated than hh 
German contemporary, Johann Sebastian Bach. It would have been one more 
ironic footnote in history if Vivaldi’s music, to which the Leipzig master owee 
so much, should have fallen prey to the roving incendiaries of Bach’s country 
And perhaps the more ironic because Vivaldi’s fame for years survivec 
largely through Bach’s admiration for his music, partly manifested in severa 
organ and harpsichord transcriptions. Yet, this humble Venetian violinist anc 
priest, director of a foundling asylum, pioneer in organizing and directing ai 
all girls’ orchestra and choir, found time between his pedagogical and priestb 
tasks to compose 40 operas, 100 religious works, and at least 400 concertos. Tw< 
of these concertos, found in the Turin state library, were polished up for per 
formance at a Vivaldi festival held in Siena in 1939 at the Accademia Musical 
Chigiana, a school founded by the well-known patron of the arts. Count Guid< 
Chigi-Saracini. One of these concertos, calling for mute all through, was calle< 
II nposo, the other, Alla rustica. 

Vivaldi’s biography is almost all in his music. Few other facts about him hav< 
come down. Like himself, his father was a violinist in the service of St. Mark’ 
Church. History has given the younger Vivaldi the soubriquet of “red priest 3 
(il prete rosso), an allusion either to the color of his hair or to the loud semi 
clerical suit often worn by him; in any event, not a reference to politics 
radicalism, as in the case of Britain’s famous “red Dean.” Vivaldi’s rigorou 
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piety yielded only to tie targe to write mtosic. Only then would he drop tbe 
rosary for the pen. There is a story that when an old man he was once sum' 
moned before the Inquisition on the charge that while conducting Mass tx 
suddenly stopped, rushed off to the sacristy to jot down a musical idea, 
promptly returned to his duties. The Inquisition is said to have dismisse 
as mentally unfit for celebrating Mass. Doubtless Vivaldi, as creative artist: 
priest, would have traced his dereliction to divine fire. - 

It is not surprising to find the D minor Concerto entangled in a mesti o . 
mystery and confusion. Appearing as the eleventh of twelve concern 
published in Amsterdam circa 1714, it was transcribed for organ by Bacti. 
Until 1840 this transcription, together with Bach’s copy of Vivaldi’s score, 
gathered dust in the Berlin State Library. Then the Leipzig publishing house 
of Peters brought out the transcription. But with each fresh copy issued went: 
two gratuitous blunders. Vivaldi’s name was nowhere on the score, ana the 
Bach whose name it carried was not Johann Sebastian but Wilhelm Friedernnnn 
Bach, his son. This was corrected some time later, and Vivaldi’s modest share 
in the work’s history was finally established in 1911. _ 

The scoring of the original pre-Bach and pre-Siloti Concerto is for c ^ r 
violins, two violas, cello, and organ bass. Siloti’s arrangement calls for double 
wood-wind choir (with double bassoon), string orchestra, and organ. am 
Franko also made a transcription of the same work. 

Covering the Siena festival in 1939, Alfredo Casella was moved to pen a 
glowing appraisal of the music of this red priest of Venice. 

The compositions chosen for the festival confronted us with a Vivaldi who can be 
compared without hesitation to J. S. Bach. Every day it is more evident that the 
influence exerted by Vivaldi on the Cantor was considerable and perhaps even 

decisive in his molding. . , . , 

The prodigious wealth of musical invention; the dramatic force, which recalls so 
imperatively the brilliance and fire of the great Venetian painters; the mastery of 
choral polyphony; the marvelous dynamism of the instrumental part, die incessant 
movement of which, independent of the voices and chorus, plainly forecasts the 
Wagnerian style and finally, the high quality of the emotion which animates his 
works. All these put Vivaldi in a wholly new light. L 



Richard Wagner 

BORN*. LEIPZIG, MAY 22, 1813. DIED: VENICE, FEB. 13, 1883. 

He had one mistress to whom he was faithful to the day of his death: 
Music. Not for a single moment did he ever compromise with what 
he believed, with what he dreamed . There is not a line of his music 
that could have been conceived by a little mind. Even when he is dull, 
or downright bad, he is dull in the grand manner. There is greatness 
about his worst mistakes. Listening to his music, one does not forgive 
him for what he may or may not have been . It is not a matter of 
forgiveness. It is a matter of being dumb with wonder that his poor 
brain and body didn f t burst under the torment of the demon of crea¬ 
tive energy that lived inside him, struggling, clawing, scratching to 
be released; tearing, shrieking at him to write the music that was in 
him. The miracle is that what he did in the little space of seventy years 
could have been done at all, even by a great genius. Is it any wonder 
that he had no time to be a man ?— Deems Taylor. 

Overture to the Opera "The Flying Dutchman” 

Wagner’s opera The Flying Dutchman is based on an old legend, which ! 
came upon in Heine’s Memoires of Herr Schnabelewops\i . It is the story 
the mariner, who prevented by adverse winds from “doubling the Cape,” vo 1 ' 
to do so, should Hell itself say no. Hell, as it happens, does; whereupon t 
mariner, for his audacity, is sentenced to a life of aimless and stormy wanderin 
over the oceans of the world, until he “finds a woman who will be faithful 
him unto death.” Senta is that woman, and so strong is her devotion that s 
flings herself into the sea to prove it. With that comes release for Erik, t 
mariner, and an ecstatic reunion with his beloved in the empyrean. 

In the construction of his Overture, Wagner utilizes several of the moth 
heard later in the opera, although, as John F. Runciman remarks, “It is t 
atmosphere of the sea that counts.” He continues, “The sea, indeed, is t 
background, the foreground, the whole environment of the drama. . . . T 
smell and atmosphere of the sea maintained with extraordinary vividness 
the last bar.” In any case, the Overture presents the theme of the Dutchim 
which appears in the opening measures by way of horns and bassoons; t 
up-and-down motive of Senta (the Angel of Mercy) is given to the Engli 
horn, horns, and bassoons. 

The instruments called for are piccolo, two flutes, two oboes, English hoi 
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two clarinets, four horns, two bassoons, two trumpets, three trombones, bass 
tuba, kettledrums, harp, and strings. 

Richard Wagner himself conducted the world premiere, which took place 
at the Dresden Court Opera, Jan. 2, 1843. Beside the obvious problems posed 
by the staging of the work—how to navigate two ships on one stage—there was 
the usual business of finding the right singers for the parts. The composer was 
fortunate in obtaining for Senta the services of Wilhemine Schroder-Devrient, 
an artist, it is said, of considerable equipment, vocal and mental. But to cast the 
role of the Dutchman was something else again. Wagner had, among foe 
elements of the company then functioning, a baritone, one Wachter, who had 
the requisite, a voice, described as sonorous, with a metallic ring, and o sue 
compass that both bass and baritone parts lay within his range. 

This Wachter, though, was a fat fellow, and a very poor actor. About him 
Sincerus, writing of the Dresden Theater, some years later, declared that he 
had “outlived himself.” So it fell to Schroder-Devrient to carry the main load, 
which she did quite handsomely, not having avoided, however, a few upsetting 
experiences during rehearsals. One of these came at the point where Senta 
implores heaven that she might be Erik’s redeemer. She stopped her plea 
suddenly to whisper in despair to foe composer, “How can I say it when I look 
into those beady eyes? Good God, Wagner what a mess you have made! 

C* B- 


Preludes to Act I and Act III of "Lohengrin” 

In the summer of 1845, while Wagner was at Marienbad, he worked out foe 
plan for Lohengrin. The libretto he wrote during the following winter. Then 
came a topsy-turvy scheme of creation. In composing the music he egan wit 
the hero’s Narrative in the last act, “because the monologue contained foe most 
significant musical germs in the whole score.” He finished foe third act on 
Mar. 25, 1847; the first act on June 8, of that year; the second act.on Aug. ; 
and the Prelude on Aug. 28. The orchestration was done during foe following 
winter and spring. Franz Liszt conducted the premiere of the opera at Weimar, 

on Aug. 28, 1850. - - , * 

In discussing his libretto for Lohengrin Wagner explained that foe hero, 

Lohengrin, awaited the woman who believed in him, 

who should ask not who he was, nor whence he came, but should love him for what 
he was and because of what he was. He sought not admiration or adoration, but 
the one and only thing that could deliver him from his loneliness and appease his 
longing, and that was love—to be loved, to be encompassed by love. With every fib r 
of his being he yearned to become fully and completely a man, giving and receiving 
impressions and sensations with equal ardor, but a man above all, that is to say, a 
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perfect artist, yet not a god. And so he yearned for woman; and so he came dowr 
from the solitary, sun-smitten heights, when there fell upon his ear, from the 
crowded haunts of humanity, the cry of that tortured heart. 

Yet “that tortured heart” (Elsa) was regarded by Wagner as the very antithe 
sis of Lohengrin, the other half of his nature in whom the hero seeks release 
She is all woman “and so rooted in her jealousy that she rushes freely to he 
death,” thus exposing a major motivation of most of Wagner’s librettos—th 
renunciation of love. He once said: 

It was written that I should slay her, in order to follow the traces of the tru 
feminine which shall bring salvation to the world and to me, by annihilating th 
egoism of man, how pure soever it may be. Elsa, woman, the ultimate expressio 
of fatality, has made me a whole-hearted revolutionary. She was the spirit of th 
masses from whom, as an artist, I looked for my redemption. 

The Prelude to Act I, is, according to William Apthorp: 

Like the hero’s career in the opera. It begins, as it were, in the clouds, the 
gradually descends farther and farther until it embraces all the lower tones of th 
orchestra, and then returns to the clouds again. Its single theme is developed in fn 
polyphony by various successive groups of instruments, each of which groups pr< 
ceeds with free counterthematic work as the next group enters with the them 
First we have the violins piano in the higher registers; then come the flutes, oboe 
and clarinets; then the violas, cellos, horns, bassoons, and double basses; lastly tl 
trumpets, trombones, and tuba fortissimo; then comes the decrescendo, endir 
pianissimo in the high violins and flutes. 

The Prelude to Act III is a very animated and, at the same time, rath 
pompous Allegro in 4/4 time. It has a middle section which is related to tl 
music sung by Elsa in her dramatic scene with Ortrud in Act II. 

R. C. B. 


Overture to the Opera "Tannhauser” 

Following a tradition established by Weber, the Overture to Tannhausi 
through its unreeling of themes that appear in the opera, represents a sort 
condensed account of the whole work. It begins with the “churchly harmonie 
of the “Pilgrims’ Chorus.” The melody running its course along with them 
variously known as the “religious motive,” the “motive of faith, salvation 1 
grace.” The next definite theme we hear is that called the “motive of contritio: 
or, perhaps, the “motive of repentance.” After a Wagnerian workout, involvir 
among other things, a crescendo, comes a series of broken triplets in the violii 
This has become familiar as the “motive of rejoicing” and also as the “pul 
of life.” 
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Following a long diminuendo, the “churchly harmonies” return, and with 
the sustaining of the last chord pianissimo a figure in the violas brings on the 
main section of the Overture, and presently the orchestra crashes out its Horsel- 
berg, or Venusberg, revelries. The knight Tannhauser passes in review by way 
of his ode to the goddess Venus. The musical scene changes back and forth, 
and now the seductive measures of Venus’ appeal are heard. The revelry con¬ 
tinues. Once again the knight’s song in praise of Venus makes its way forward. 
The music describing the orgy becomes intensified. There are a few downward 
phrases and the “pulse of life” beats passionately in the violins. At a later point 
the Pilgrims’ chant breaks into the scheme, and soon “Salvation,” as expressed 

in a triumphal theme, takes over. . 

In the opera the Bacchanalian pages of the Overture lead right into the riotous 
scene in the Venusberg. Wagner connected the two sections, omitting the 
“salvation” coda for the Paris production of the work given at the Opera on 
Mar. 13,1861. Incidentally, the Overture is heard in the theater only when the 
opera is given in the last of the three Dresden versions. 

The Overture is scored for piccolo, two flutes, two oboes, two clarinets, two 
bassoons, four horns, three trumpets, three trombones, bass tuba, kettledrums, 
triangle, cymbals, tambourine, and strings. r.c.b. 


Bacchanale from. “Tannhauser 

This opera, in three acts, was first produced at the Royal Opera House 
Dresden, on Oct. 19, 1845. Some sixteen years later, due to the interest and 
influence of Princess Metternich, wife of the Austrian Ambassador to France, 
the work was introduced to Paris. For that production Wagner extended his 
first scene to include a Bacchanale, the reasons for this being as amusing to us 
as they must have been tragic to Wagner. The Princess revealed, in an article 
written for the Pall Mall Magazine (London, 1894), some of the reasons for 
the failure of the opera there, and it was a complete failure. The Princess says: 

The day of the performance drew nigh, and in most circles little good will was 
confessed. It was stated generally that a protest should be made against the abom¬ 
inable futurist music, and it was rumored that stormy scenes might be expected at 
the Opera. In the clubs men were annoyed because Wagner would not have a 
regular ballet, but only a few poses of the ballerinas in the Venusberg. e c n 
subscribers to the Opera expected a ballet at nine-thirty sharp no matter what the 
opera. This, at least, was the custom of the time. No one who knew anything of art 
could conceive where a ballet could be introduced into the midst of Tannhauser. 
Wagner declared that he would not accede to the silly wishes of the subscribers, 
because he could not. And he was perfectly right, but his refusal was to be paid for 
dearly. 
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The Bacchanale music is that part of the opera’s first scene which precec 
the duet between Venus and Tannhauser. It is wild and sensual music, teemi 
with measures that are swift and passionate. 

Wagner had entertained great hopes for this Parisian production of Tat 
hauser. To mount his work at the justly famed Opera was reason enou; 
what with that organization’s habit of ignoring expense. He labored indusi 
ously at making revisions, which included a complete rewriting of the baccl 
nalian scene, as well as of the music for Venus and Tannhauser in Act I. 

When he had completed his revisions he played the music for several frien 
Charles Nuitter, one of these, reported on that private hearing as follows: 

When we arrived the composer sat down to the piano. He played with in 
scribable animation and fury. His hands pounded the keys, and at the same time 
strove to acquaint me with the action of the scene, crying out the entrance of 
various groups. “Arrival of the fauns and satyrs; all are put to flight; the confus 
mounts to its climax,” he flung at me, and his hands continued to bang the k< 
the musical delirium always augmenting. When he was piling on a succession 
quivering chords Wagner suddenly cried, “Now a crash of thunder. We are 
dead!” At that moment a wagon of paving stones discharged its load into the str 
thus producing a prolonged and terrible noise. Wagner turned round and regar 
us with stupefaction, his eyes staring wildly. It took us some momenta to recc 
from this stirring of our feelings. Thus it was that I was initiated into the i 
music. 

The first Paris performance of Tannhauser took place on Mar. 13, 1861. T 
was the first of three fiascos in the French capital. The second occurred 
Mar. 18. Napoleon III and the Empress both attended, but their presence ! 
no effect on the rest of the audience, whose catcalls, howls, and kindred stra 
noises were even louder, if not funnier, than the first time. 

The work was given for the third time on Mar. 24. This was not a regi 
subscription performance, and it seemed, to all and sundry that, finally 
Parisian audience would be honest and unprejudiced in its attitude toward 
opera. However, the composer’s enemies had bought out the house and 
result was the same. Whereupon Wagner withdrew his score. Tannhauser 
not given again in Paris until thirty-four years later. 

R> C* 

Prelude to "Die Meistersinger” 

At precisely 8 p. m., on Oct. 24,1867, Richard Wagner breathed a deep, long- 
sigh of relief. He had just scrawled an inscription over a final score st 
“The completion of Die Meistersinger, Triebschen, Thursday, Oct. 24, 1 
8 o’clock in the evening, R. W.” What Ignace Paderewski once called 
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greatest work of genius ever achieved by any artist in any field of human 
activity” lay on his desk, a finished product. 

Twenty-two stormy years had elapsed since that summer of 1845 in Marienbad 
when the first rough sketch of his comedy was made. Tannhauser was finished, 
and the idea of writing a humorous companion piece intrigued him. Moreover, 
his doctor had then ordered complete relaxation. He could relax best over a 
comedy. “Something thoroughly light and popular,” he felt, too, would be just 
the thing to get him popularly launched in the German theaters. He planned it, 
avowedly, for “rapid circulation through the European opera houses.” The idea 
grew. Intermittent researches in German history and legend followed. The 
idea would slumber, then be revived. All kinds of obstacles intervened. Wagner 
was a slave of mood. The composition of Lohengrin first diverted his attention. 
Maybe Ernest Newman is right in believing that Wagner’s instinct told him he 
was not quite ready to woo the comic muse. Anyway, he turned to other 
matters, among them a first sketch of Der Ring des Nibelungen and Tristan 

und Isolde . . - 

What with these recurring new projects, Wagner’s frequent domestic snarls, 
his revolutionary activities and exile, the staggering efforts to get his operas 
produced, I’affaire Wesendonck, and his recurring financial troubles, the 
wonder is the idea of writing a comedy—of all things did not die of slow 
strangulation. Ironically, it was in the midst of the gloomy seizure caused by 
the humiliating Tannhauser fiasco in Paris of 1861 and the nerve-racking 
confusions of a Viennese production of Tristan that he returned to his gay 
music drama—possibly as comic relief. Possibly, too, because in that same year 
he again met the arch enemy of Wagnerism, Eduard Hanslick. Vienna s 
dreaded critical oracle was to be immortally pilloried in Die Meistersinger as 
the scoundrelly pedant Beckmesser. There is even evidence that Wagner s Lady 
Bountiful” of inspiration—Mathilde Wesendonck—threw some gentle reminders 
to the dejected composer during his brief spell of recuperation in Venice. Why 
did not Richard take up Die Meistersinger to show the world that he could 
laugh in the teeth of hostility? Thus, it may not be so “curious,” as Mr 
Newman says, that Wagner should have found “the humor and the serenity o 

soul to create his comedy.” # 

“I suddenly conceived the idea of a comic play that might serve as a pendant 
to the tragedy of Tannhauser he had written in 1845. “This was Die Meister¬ 
singer von Nurnberg, with Hans Sachs at their head.” The sixteenth-century 
cobbler poet long exerted a “vital charm” on his imagination In Sachs s work 
the medieval institution of “mastersingers” reached its finest development. The 
broad humanity and homespun wisdom of Sachs, as delineated by agner, 
can be read in his own extant poems and tales. For the customs and manners 0 
the period Wagner consulted a book in Latin brought out in 1697 by Johann 
Christoph Wagenseil, a professor of Oriental languages at the University o 
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Altdorf. He even copied out some of the names for his dramatis personal 
Veit Pogner, Fritz Kothner, Conrad Nachtigall, Balthasar Zorn, Sixtus Bed 
messer. Beckmesser, oddly enough, was a perfectly harmless and respectah 
custodian of the old guild order, no fit model, apparently, for the malicious] 
portrayed villain of Wagner’s opera. In one of the early sketches Wagner mac 
no bones about naming the derided philistine “Hanslich.” Of course, t± 
character of Sachs is altered in the transition to the stage. It is his hopeless ar 
self-sacrificing love for Eva that accounts for the work’s being called a “trag 
comedy.” 

Armed with Wagenseil’s old chronicle, Wagner began serious work on tl 
final libretto in Paris during the winter of 1861-1862. Then came more troubl 
The money borrowed in Vienna from the publisher Schott as an advance c 
the Meisiersinger score was used up. The old specter of poverty haunted h 
tiny room on the Quai Voltaire. In February, 1862, Wagner moved on 
Biberich on the Rhine, where he began to compose the music. The process w 
slow. Wagner’s Viennese creditors grew insistent. Budgetary prospects we 
getting blacker and blacker. Then, like a Greek deus ex machina, the “mac 
King Ludwig II of Bavaria, stepped into the picture and Wagner was rescue 
from his financial quicksands. After more wandering, he settled in Switzerlar 
in the spring of 1866. There, in Triebchen, on Oct. 24, 1867, he completed tl 
“great universal comedy of manners that hymns the liberation of the artist 
spirit and its emancipation from bigoted tradition.” 

Briefly, the plot of Die Meistersinger centers in an impending song contc 
to be held in Nuremberg on St. John’s Day. The winner is to marry Eva, d 
beautiful daughter of the goldsmith Veit Pogner. Walther Stolzing, a Fra 
conian Knight passing through the city, sees Eva in St. Catherine’s Church oj 
day and falls in love with her. Permission is granted him to compete with tl 
town’s mastersingers for her hand. Beckmesser, the town clerk, is also a co 
testant. As the “marker” he does his best to discredit Walther at a trial hearin 
Eva and Walther communicate their love for each other to the poetical she 
maker Hans Sachs, who remains their best friend and adviser, despite his ov 
love for the girl. Sachs is delighted with a song Walther has contrived aft 
hearing it in a dream. As the knight sings it, the cobbler notes it down. Lat 
Beckmesser slips into the shop unobserved and pockets the manuscript. At t 
scheduled singing contest, the old pedant makes a laughing stock of hims< 
through a lame effort to palm the song off as his own. Walther is duly acclaim 
the victor when his turn comes, and Sachs hangs the collar of the guild aroui 
his neck. Of course the goldsmith Pogner awards him his daughter. As for t 
kindly cobbler, the populace shouts: “Hail, Hans Sachs! Hail, Nuremberg 
beloved Sachs!” 

In the prelude, Wagner works the chief motives of Die Meistersinger into 
masterly epitome of the mood and action of the ensuing comedy, the themes 
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the* tiu^ri 4iitl the Wakhrr Eva romance weaving 

puhphi'na hilnu t»i impiismg power. 



Selections; innn "Dor Ring ties Nibelungen” 


1 \ h h * 'i'Pi'. thr plan ,mt! continuity of the Ring cycle, Wagner worked 
luAtvatd. \tvi i as* mg about in history and mythology, he had chosen the 
Vnl'int'/, brio's exploits tor his next project after Dihengrin and outlined a 
jvrto, 'S:.-,;h!'««!" ("Siegfried's Death”), completed late in 1848. This 
w.i- as (i>>tter>Lmmerung (t'hc Twilight of the Gods). But that 

let': mu, h so the tragic sequence of legend. So he wrote a second 

poi-jis, "1 >-o |-it);,-,- Ski, turd" ("The Young Siegfried”), later shortened to 
,Yv v,hn It ..' f thr stage mote fully for the final catastrophe. This in turn 

ojtri.r. I uov pH-! t; <u vistas, and two further segments, Die Walkjire ( The 

J'j/v-,* t .in 1 / hi. IDs ■'«« ,,<>Li. v ame into brittg in the same reverse order. Having 

.uim-t,-,! .! n,"*), ,<u 1 u i r s r y of nan alive, he published the poems in 1853. 

1 1, ail a, •A i at let was rest rved for the music. In 1854 he put the 
ftm.hm,', n-. •<, Rhem^dd, atwl by 1856 Die Wallure had reached 
tin,,! J,f, I. t j ;t r ■ .a AV./ur./ was finishetl by the middle o£ 1857. While 

,u u,,i! o;, thr ■ ■ it! . 0 ? hr thing down his pen, and a pause of twelve 

WI , mate !. \Ya,;"«-t h -1 t evolved to renew contact with the stage through 
!, Je-., -a,! orun * pi,,.iu. tjoit than the Ring. Accordingly Tristan und Isolde 
,tu,l The \L t >t> r -m■’>' intrj vrited lietoic he resumed work on the tetralogy, 
uanj IrUii., ,W.>.v/ m 1 M ami (inlterdam met ung in 1874. Two years later, 
iu Augn ,', at i‘nr liayieuth hrstspirlhaus built for the purpose, Der Ring des 
■»} v, ■* pi’o u to ilie wot hi in a iyclie performance spread out over 


A t ais past ih.iota spanning the whole range of human passion from hate 
and !.p «m i, r asid atdrnt self wmiiee, the Ring hinges on the twofold 
th-jtf- ,.i thr Not,* god Wotaith thirst for power and the moral idea of 
|P dr, iM eWo.a, having bmh Valhalla for himself and his godly retinue, 
v,| d,r ,,-hmg Albejah a power giving ring made of gold stolen 

itMiu the Kbor d.m.;htei s, Allteln h lavs a curse upon it, which only a valiant 
hrt-s ,C ’tur as .1 fire ,,.;rtu,»an trttutve. Stub a savior is Siegfried, son of the 
Vohuoc Ntr.-nnmd .md ho ststet Steghtule, who must redeem their an m 
dead,, hi a:v„,p,„n: m tiefetni S.egmtmd, lkunnhtkk, Wotans Valkyr 
Arn/htn, t. t..n.Vimtr.i u, sleep wtthi.t a fence of hre until awakened by a 
fr.nl-,, \V itr.u w,m hr. the V.tlstmg grow to bold manhood m 

h «e- St ittrd ,1 ,y, the dtagntt guarding the accursed ring and rescues the 

H,;,i „K K ,„ Olicy f.,ll u, l»«. SStfrM *** *— 
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hilde the ring as token o£ his love, and Briinnhilde gives him her batd< 
steed Grane. 

Urged by Briinnhilde, Siegfried departs for fresh adventures down th< 
Rhine and arrives at the court of Kang Gunther and his sister Gutrune 
Hagen, Gunther’s half-brother and Alberich’s son, plots to marry the Kinj 
to Briinnhilde and Gutrune to Siegfried and steal the ring. Through a magi 
potion, Siegfried forgets Briinnhilde and is attracted to Gutrune. Still drugged 
he returns to Briinnhilde, snatches the ring from her, and forces her t 
accompany him back to the Gibichung king. During a hunt Hagen plunge 
a spear into Siegfried’s back. In the ensuing quarrel in the hall he also slay 
his half-brother. By way of redemption, Briinnhilde, taking the ring fror 
the dead Siegfried’s finger, mounts her steed and plunges into Siegfried 
funeral pyre. 

ENTRANCE OF THE GODS INTO VALHALLA FROM “DAS RHEINGOLD 

Ernest Newman has compared the Ring to a symphony. Das Rheingoh 
he suggested, resembled the first or expository section: “The main motive 
psychological and musical, are here set forth, to be worked out in detail i 
the later movements, blended, contrasted, and at last brought triumphant 
to their logical conclusion.” In this scheme Die Wal\ure would be the slo 
movement—-by reason of its rich emotions, according to the English musicc 
ogist. Siegfried would be the scherzo of this Ring symphony, Gotterdar 
merung the shattering finale. We have Wagner’s own record of his feelinj 
on completion of the first movement of this monumental “symphony”: 

“Well, Rhein gold is done,” he writes to Franz Liszt in a letter dated Jan. 1 
1854. “With what faith, with what joy I began this music! In a real fren: 
of despair I have at last completed it. Alas, how I too was walled in by tJ 
need of gold! Believe me, no one has ever composed like this. I fancy n 
music is fearful—a pit of terrors and grandeurs.” 

The story of the Ring begins at the bottom of a river, the Rhine. There 
deposit of gold is being guarded by a bevy of waternymphs, the Rhine daug 
ters. The crafty Nibelung dwarf Alberich steals this precious hoard su 
fashions a ring from it, a magic ring of boundless power. Meanwhile, Wot; 
has commissioned the brother giants, Fafner and Fasolt, to build a sumptuo 
home for the gods, a palace towering amid the clouds. As a reward for th< 
work Wotan has promised them Freia, goddess of youth and love. Wh 
the giants come to claim their pay, Wotan demurs. There is a sharp quarr 
Loge, the god of fire, now returns with a report of Alberich’s theft of t 
Rhine gold. The giants gloat over the story of the magic booty. They w 
accept-that in place of Freia. By trickery Wotan obtains the ring frc 
Alberich. In a rage over his loss the dwarf lays a curse upon it—the curse 
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fear and suffering and death for its possessors. Soon the ring’s malign force 
begins to work. In a struggle for the ownership of the ring, Fafner strikes 
his brother dead. The gods look on horrified. 

Wotan’s thoughts turn to Valhalla, the new citadel of the gods, now 
shrouded in storm clouds. Donner, the storm god, mounts a huge rock and 
begins to swing his hammer. Lightning flashes and thunder roars from his 
blows. As the cloudburst ends, the sky clears and a rainbow is seen, arching 
its brilliant span like a bridge to the very portals of Valhalla, looming radi¬ 
antly in the distance. With mingled awe and jubilation, the gods begin their 
stately march over the rainbow to their new home. From below comes the 
mournful song of the Rhine daughters, bemoaning the loss of their glittering 

hoard. , 

This awesome scene, beginning with the cloud-gathering summons or 

Donner, is vividly pictured in the concert excerpt. Appearing in the glowing 
fabric are the “rainbow” motive and the surging theme of Valhalla, which 
bursts forth in massive challenge as the gods make their majestic way over 
the span. 

ACT III FROM “DIE WALKURE” 

This act involves a tragic conflict between father and daughter, rising to 
a powerful climax of poignant farewell. Briinnhilde has flouted divine law 
on two counts. She has shielded the Volsung twins, Sieglinde and Siegmund, 
in their illicit union. And, defying Wotan’s will, she has interceded on Sieg- 
mund’s side in the duel with Hunding, Sieglinde’s husband. In that combat 
Wotan, forced to side with Hunding at his wife Fricka’s behest, had helped 
him slay Siegmund. Then, with a look of divine wrath, he had struck the 
hateful Hunding dead. Goaded by Fricka in her role as protectress of mar¬ 
riage, Wotan plans dire punishment for his Valkyr daughter. First, she will 
be shorn of godliness. Then she will be plunged into an enchanted sleep 
and left at the roadside a prey to the first passer-by’s will. Meanwhile, the 
duel ended, Briinnhilde'has fled in panic from her father’s fury. Accompany¬ 
ing her in her wild flight is Sieglinde, bereaved and terrified. Wotan wrath- 
fully pursues his rebel daughter. 

“THE RIDE OF THE VALKYRIES” 

The third act of Die Wal\ure opens dramatically with the famous “Ride 
of the Valkyries.” (The concert excerpt prepared by Wagner himself was 
first heard in America on a program led by Theodore Thomas at the Central 
Park Garden in New York on Sept. 17, 1872, or five years before the Ameri¬ 
can premiere of the whole opera at the New York Academy of Music) 
The scene is the rugged mountain retreat of the Valkyries, the warrior daugh¬ 
ters of Wotan and Fricka. Wind-driven storm clouds sweep over the moun- 
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taintop. Arrayed in gleaming mail, armed with spears and shields, tb 
Valkyries spur their battle steeds on through the raging tempest. Hanginj 
from their saddles are the bodies of heroes fallen in battle. Through th 
tumult of dashing steeds and clanging armor may be heard the wild cry c 
the Valkyries. Giant rhythms and hurtling tone surge through the orchestr 
as the flight of the Valkyr daughters mounts in power. 

As they appear on the scene, the sisters exchange tumultous greeting 
Finally, Briinnhilde dashes in with Sieglinde. Frantic with terror, she implor< 
her sisters’ protection against Wotan’s ire. They promise, but there is litt 
they can do. In despair, Briinnhilde entrusts Siegmund’s shattered sword i 
Sieglinde. She predicts that she will bear a glorious son and urges her 1 
flee for safety into the forest. “He that brandishes the sword, newly welded 
Briinnhilde tells the Volsung girl, “let him be named Siegfried, winner < 
victory.” Sieglinde exultantly replies: “For his sake will I live!” and hurries o 

Thunderclouds now wrap the rocky peak. A storm rages fiercely. Am 
the roar of thunder is now heard the angry voice of Wotan. As he approach 
the Valkyrs hide their rebel sister. The god stalks furiously on the seer 
“Where is Briinnhilde?” he demands. He vows like punishment for all 
them if their sister fails to appear. Briinnhilde now steps forward and meei 
faces the irate god. “Here I am, father. Pronounce your sentence upon m< 
Wotan retorts that she has sentenced herself with her mad rebellion. She h 
violated his command. What can she expect? Briinnhilde counters with 
proud defence: that actually she had carried out his secret wish. But Wot 
is not to be swayed from his dread resolve. He names the penalty. She v 
be rendered mortal and left asleep in the open for any stranger to violate. 

Briinnhilde is horrified. Losing immortality is severe punishment indec 
But the second indignity is too much. She pleads fervidly to be spared sx 
dishonor. Wotan is adamant. Then let him at least build a wall of fire ab( 
her, she begs, a formidable barrier so that only a real hero may break throu 
and find her. 

“If not,” she cries, “then crush out my life—let me not suffer such sham 
This time Wotan listens. The father is at last moved by the daughter’s p] 
He is no longer Wotan, the stern and unrelenting god bent on retributi 
He is now only the girl’s father, wretched in the grip of iron law. Love £ 
grief surge in his breast. He turns tenderly to Briinnhilde, and in a lc 
farewell full of noble pathos and beauty he expresses a father’s feelings. 

“MAGIC FIRE MUSIC” 

Wotan commands Loge to appear, and now subtle flames begin 
weave and gleam through Wagner’s orchestral web. They crawl and flic 
in wood-wind passages of vivid evocation. Against the leap and crackle 
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the growing hla.-e is heard the swaying theme of Briinnhilde’s enchanted 
dumberI .the .1 blooding undercut rent the theme of fate moves through 
the spiralling flames, and then the brasses intone an exultant prophecy—the 
awakening of lUimtihil.ir hy the hero Siegfried. The orchestra sinks to a 
hushed irmindrr of die slumber theme as Wutan the father takes a last, loving 
l,ml. at hr* daughtet .md leaves the scene a desolate deity. 


"\V M ! tV. !• fit- N“ I ••!■< iRF'ST MURMURS") FROM “SIEGFRIED” 

llir title of tins rsirtpt is usually rendered “Forest Murmurs” on concert 
pt< .giams. I,net ally ''W.ddwehcu" means “Forest Weavings.” Wagner used 
the title m pirpatmg the fascinating tone picture from the second act of 
Me.i<<r nm.rtt usr. The music is descriptive of the scene at the entrance 
in the d»ag<>n\ . avc. The dwarf Mime has just left Siegfried. 

As thr V. listing hrm meditates on the strange web of adventure he is being 
diuwn into, we heat thr rmrhm; of the leaves in the woodland imagery of 
Wagon \ mdrau. The murmuring begins in D minor, then changes to B 
Sir.,Sard tv deep in thought and wonder. Who is he? Who was his 
Kuhn 5 i ft t.otdv not Mime. Soon the theme of the Volsung race, chanted 
w.uly m •> ' tour, appear. among the clarinets, then the bassoons and horns. 

NirgJitrd 1 '. thought'! tutu to his mother. And now from the cellos, violas, 
and double i> 1 sr.es the motive known as the “love life.” The entire string 
i„,dv takes up the theme. I lot ns ami bassoons follow suit. Then an ingenious 
nrnth of lints. au*m u.mri over the music. Siegfried’s mother (Sieglinde), 
thouvh luoi'al. n now pi.nurd in a violin passage in C major woven from 

,l, r ....lar.-.i with i'tria, goddess of youth and love. As muted strings 

play au-ren..., . n; am-a the- theme, we glimpse Sieglinde’s borrowed glory. 

Ti»f "toir-f iviauiu". 1 ' spread ami intensify. Through the murmurous fabric 
rmnt!>- rht-.n theme ot the forest bird in H major (3/4,9/8), sung chiefly 
in duo-, .oi l .iiiuKi, The musk ends with a Vivace, in which are in- 

the iVtiwo .4 titr, .Sirgftird, slumber, and the forest bird. 


RUINS- M'UNT-Y FROM “(JfYnT.RDAMMERUNG” 

Often . dir.i a lirt Siegfried’s "Rhine Journey” serves as transition from 
-hr ,cur An l. 'lire rapturous duet over between Siegfried and Brunn- 
hildr, ihr'v.Tmig hero starts on his journey. As he recedes down the slope 
l'lMtunliiidt* wave a lingering farewell. Tire Frologue ends. The orchestra in a 
j, M ri. ( .s I.rumonvr. n..w partus a vivid picture of the voyaging Siegfried. 
IP, .... f. pious n'Hie up in tettospru as the themes unfold, combine, change 

l\UrJnr,Uru, .md ml. .ring. Siegfried’s horn-call sounds !’ n ia ?^, ^ 

, M! , ,.f the Fur mouse t-im m. Presently, against undulating strings, the brass 
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and woodwind proclaim the Rhine-motive. Amid the swaying motion, the win 
give out a version of the theme known as the Renunciation of Love. There h 
resounding outburst as the Rhine-Daughters’ theme rises in triumph. Bassooi 
bass trumpet, and trombones offer a fragment of the horn-call. A more soler 
reference to the Rhine-Daughters leads to a variant of the Rhine-motive, anc 
subdued mood soon spreads over the orchestra. The Rhinegold theme passes 
review from the horns to the bass trumpet, and finally the theme of the Nil 
lungs’ Servitude batters ominously through the fabric. 

FUNERAL MUSIC FROM “GOTTERDAMMERUNG” 

During the hunt in the third act, Hagen gives the hero a drug restoring ] 
memory. Siegfried recalls the flame-encircled rock and his bride Briinnhilde 
the others listen in stunned silence. Hagen, intent on treachery from the sts 
asks Siegfried to translate the speech of two ravens passing overhead. As Si< 
fried’s eyes turn upward, Hagen drives a spear into his back. Gunther and ! 
vassals are horrified, but Hagen, charging Siegfried with breaking a grave vc 
walks off remorseless. 

A last cry of greeting to his heilige Braut and the wounded hero falls be 
lifeless. Gunther’s followers lift the body and carry it solemnly to the hall 
the Gibichungs. Meanwhile the orchestra pronounces a funeral oration on 1 
Volsung hero and his race. A mighty lament fit for a god’s demise, it is 1 
strictly a funeral march. In the thematic scheme motives of race, murder, a 
sword appear in sequence and mingle with the motive of Siegfried and ech< 
of the Siegmund-Sieglinde love music in Die Wal\ure . At one point the V 
sung motives combine in a great crescendo over an iterative bass brooding 
the race’s tragic destiny. Toward the close horns and bass trumpet shout 1 
hero’s theme, and as the rest of the orchestra harks back mightily to the “m 
der” theme, the brasses intone a rhythmic variant of the horn call. There i 
reminiscence of Briinnhilde as the music fades away. 

BRUNNHILDE’S IMMOLATION FROM “GOTTERDAMMERUNG” 

Briinnhilde’s great monologue occurs in the hall of the Gibichungs in 1 
concluding scene. Hagen has just slain Gunther over possession of the ri 
of the dead Siegfried’s finger. As Hagen stoops to claim the booty, the cor] 
lifts a warning hand and the Gibichung falls back. Briinnhilde enters a 
scornfully silences the loud lamenting as ill-befitting a hero’s death. In 1 
course of her apostrophe she orders a funeral pyre erected and Siegfried’s be 
placed upon it. Removing the ring, she puts it on her own finger, and af 
applying a torch to the pyre, she dashes with Grane into the flames. 


L. B 
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At precisely 7:30 on Christmas morning, 1870, Cosima Wagner was aston¬ 
ished to hear some strangely familiar music flooding the interior of her villa 
at Triebschen, near Lucerne. She promptly recognized it as themes from her 
husband’s music drama Siegfried woven into fascinating new patterns with 
the folk song “Schlaf’ mein Kind, schlaf’ ein.” Those were pre-radio and pre¬ 
phonograph days. She knew no magic dial had been turned. The musicians 
were right there in the house. She opened the door and beheld an odd huddle 
of men and instruments on the staircase leading to her bed chamber. There 
stood her husband Richard, conducting from the landing as the musicians 
toiled away at their violins and cellos and clarinets from the carpeted stair 
treads. It was Cosima’s birthday. The serenade was Richard’s surprise birthday 
gift. So cleverly had arrangements and rehearsals been maneuvred that no 
suspicion had entered Cosima’s mind of what was going on. The kitchen was 
used for the early-morning tuning up. The musicians were from Zurich, and a 
final rehearsal had taken place on Christmas Eve in the hall of the Hotel du Lac 
at Lucerne. 

Naturally, the household premiere of the Siegfried Idyl was a great success. 
We have Hans Richter’s word for it that the performance was faultless. The 
work was repeated several times that day at the Wagner Villa. 

The music was a birthday token in still another sense. The year before, 
Cosima had borne Wagner a son, quite understandably named Siegfried. In 
writing the Idyl, Wagner admittedly sought to express his feelings as father 
and husband both. Siegfried was born at Triebschen, near Lucerne, on June 6, 
1869, before Cosima obtained her divorce from her first husband, Hans von 
Billow. She married Wagner at Lucerne on Aug. 25, 1870. Concerning Cosima, 
who had thus flouted convention, Wagner wrote to his friend, Frau Wille: 

She has defied every disapprobation and has taken upon herself every condemna¬ 
tion. She has borne to me a wonderfully beautiful boy, whom I can boldly call 
Siegfried; he is now growing, together with my work; he gives me a new long life, 
which has at last attained a meaning. Thus we get along without the world, from 
which we have wholly withdrawn. 

The Siegfried Idyl, scored for flute, oboe, two clarinets, bassoon, trumpet, 
two horns, and strings, was originally entitled “Triebschener Idyll,” which is 
a better title circumstantially, if not musically. ^ B 

Prelude and "Love Death” from "Tristan und Isolde” 

In 1854, when Wagner was in the midst of composing the Ring the idea for 
an opera on the Tristan theme came to him. Not till three years later, however, 
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did he begin actual work on it, and the music drama was finished in Augus 
1859. Complications of various kinds interfered with the production of tl 
opera, but it finally obtained its premiere at the Royal Court Theater in Munic! 
on June 10, 1865, under the direction of Hans von Biilow. 

Wagner’s version of the tale combines features from numerous legend 
Very likely of Celtic origin, the story, as the German composer utilized 
makes room for myriad delvings into psychology and metaphysics, some i 
which are not easy to follow. We must assume, as Ernest Newman suggesi 
that the characters and their motivations were perfectly clear to the compose 
if they seem not to be altogether to the listener. The essence of the mu* 
drama’s plot, extracted from Wagner’s-own description, follows: 

We are told of Tristan and Isolde in an ancient love poem, which is “co 
stantly fashioning itself anew, and has been adopted by every European langua 
of the Middle Ages.” Tristan, a faithful vassal of King Marke, woos Isolde f 
his king, yet not daring to reveal to her his own love. 

Isolde, powerless to do otherwise, follows him as bride to his lord. The lo 
potion, which has been intended for the king, in order to ensure the marriage, 
given to Tristan and Isolde to drink, a circumstance which . . . opens their e] 
to the truth and leads to the avowal that for the future they belong only to ea 
other. . . . The world, power,“fame, splendor, honor, knighthood, fidelity, frier 
ship, all are dissipated like an empty dream. One thing only remains: longii 
longing, insatiable longing, forever springing up anew, pining and thirsting. Dea 
which means passing away, perishing, never awakening, their only deliveran 
. . . Shall we call it death? Or is it the hidden wonder world from out of whi 
an ivy and vine, entwined with each other, grew upon Tristan’s and Isolde’s gra 
as the legend tells us? 

The Prelude (A minor, 6/8) makes a very gradual and long crescendo tc 
mighty fortissimo, followed by a briefer descrescendo, which leads to a wt 
pered pianissimo. Free as to form, and ever widening in scope of developme 
it offers two chief themes, a phrase, uttered by the cellos, is united to anoth 
given to the oboes, to form a subject called the “love potion” theme, or 1 
theme of “longing.” Another theme, again announced by the cellos, “Trista 
love glance,” is sensuous, even voluptuous in character. 

After the Prelude, the orchestra enters into the “Liebestod” or “Love Deat 
that passionate flow of phrases, taken mostly from the material in the second 
love duet. Isolde (in the opera) sings her songs of sublimated desire. Fra 
Liszt is responsible for the application of the term “Liebestod” to that part 
the music which originally had been named “Verklarung” by Wagner hi 
self. 


r. c. B 
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Transformation Scene; Klingsor’s Magic and Flower 
Maidens’ Scene; Good Friday Spell, from “Parsifal” 

Most of the Ring, all of Tristan, and a considerable portion of Die Meister- 
singer had been written by Wagner before he started actual work on the 
“consecrational festival stage play,” Parsifal, in 1865. He made a first outline 
of the libretto in August of that year, some two decades after he had become 
acquainted with the Parsifal poem of Wolfram von Eschenbach, the Minne¬ 
singer. Not till 1877, however, did the text attain its final shape, and it was 
published in December. Some time previously Wagner had turned to the 
task of composing the music and completed it in 1879. The orchestration was 
finished in Jan. 1882. The opera was given for the first time at Bayreuth on 
July 26, 1882. The Prelude, written in December, 1878, obtained its premiere 
performance at Wagner’s house, Wahnfried, on Christmas Day, with the 
composer conducting, the occasion, his wife Cosima’s birthday. 

The ethical essence of Parsifal has thus been expressed: “Enlightenment 
coming through conscious pity brings salvation.” Wagner, whose earlier music 
dramas each revolved about some idee fixe of philosophical or moral impli¬ 
cation, brought to Parsifal, besides, religious elements derived from the twin 
sources of Christian doctrine and Buddhism. Some years before he had done 
the sketch for a play on the subject of Jesus of Nazareth, and, parenthetically, 
it is quite likely that he had no intention to write music for it. Nevertheless, 
here is shown the composer’s religious urge, mingled with other aspects of 
his creative bent. During that period Wagner drafted another play, which he 
titled Die Sieger (The Victors), one of Buddhistic import, whose story centers 
on the dictum that Prakriti, the hero, may not become one with Amanda, .the 
heroine, unless he “shares the latter’s vow of chastity.” In these two works may 
be found qualities and tones of thought also incorporated in Parsifal. 

Parsifal's locale is Monsalvat in the Spanish Pyrenees. The castle o£ the Holy 
Grail is tenanted by a company of Knights, guardians of the Spear which 
pierced Jesus’ side as He hung on the Cross, and of the Cup He drank from 
at the Last Supper and which received His precious blood from the Spear 
wound. This brotherhood of Knights of the Grail refuses membership to all, 
save the pure in heart, and the Knights go about the world doing good through 
the high powers given them by the Grail. 

A certain other knight, Klingsor, sinful and scheming, enraged against the 
Knights for having been denied admission to the Brotherhood has built a magic 
garden, whose many charms have proved strong enough to tempt several 
of the weaker willed Knights. Amfortas, king of the Grail, is one of these. 
He had fallen victim to the wiles of Kundry, a creature of Klingsor. The latter 
has seized the Spear from Amfortas and has humiliated him further by 


L 



828 


THE CONCERT COMPANION 

wounding him with it. The woujid may be cured only by being- 
with the point of the Spear held by a Guileless Fool, a youth who 
stand all temptation. This youth, of course, is Parsifal, a forest lad Hi 
ters into the picture through having killed a swan sacred to the Grail ^ ir - 
is made to go through the rituals prescribed by the libretto, viz., he ***■« 
at the ceremony of the Eucharist, or the Lord’s Supper, without 
anything of its meaning; he resists the lures thriving in Klingsor s 
(Kundry and the Flower maidens), then he seizes the Spear, flung at j^ ilr 
Klingsor, and, as he makes the sign of the cross, the garden is destroy 
wanders about the world, for a time, and returns on Good Friday, 
the aged Knight Gurnemanz. Kundry, now a repentant woman d e 
to the Grail’s service, washes Parsifal’s feet and dries them with 1*^ Ca 
Next Parsifal goes to the temple where he restores Amfortas to healtK ** 
as the latter bends before him in homage, Kundry dies. Having thus a *\ ? 
Enlightenment . . . through conscious pity,” Parsifal has become the 
of Monsalvat. 

e. s 


“A Faust Overture” 

In THE autumn of 1839 the twenty-six-year-old Wagner was fighting off » 
vation and creditors in a Paris attic on the Rue de la Tonnellerie. For Cr 
pany he had his first wife, Minna Planer, and a big Newfoundland dog- narx 
Robber. He had come to Pans full of hopes and projects. But each day brom 
fresh disappointment and defeat. In the midst of mounting misery, whicti * 
eluded an agonizing toothache, he summoned the will power to write ^4 
Overture . He reveals in his autobiography: 

In order to gain the graces of the Parisian salon world through its favorite sins 
I composed several French romances, which, after all my efforts to the contra 
were considered too out of the way and difficult to be actually sung. Out of the cie] 
of my inner discontent, I armed myself against the crushing reaction of this o 
ward art activity by the hasty sketches and as hasty composition of an orchest 
piece which I called an Overture to Goethe’s Faust , but which was in reality intent 
for the first section of a grand Faust symphony. 

The startling contrast of “several French romances” and a grim Faust Ov 
ture is borne out sharply by the manuscript of the earliest sketch of the Ov 
ture. On the other side of the sheet is scrawled a fragment of a French chanst 
ette! Several years later Liszt and Wagner exchanged some interestixi.gf ° 
respondent regarding this Overture. Writing from Weimar in 1852, Li‘ 
remarks: “Your Faust Overture made a sensation and went well.’’ 
encouraged by Wagner’s avowed intention to alter the score, he suggests a. slig 
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William Walton 

BORN: OLDHAM, LANCASHIRE, ENGLAND, MAR. 29, I9O2. 

After an earlier revelation of cleverness and wit, William Walton ha^ 
consolidated the ground and proved himself a composer endowed 
with more solid gifts . Having displayed in some instrumental wor}^ 
a delicate lyricism as well as a brilliant incisiveness, he startled th*** 
musical world, in 1931, with one of the most beautiful choral worh^ 
ever written .— Dyneley Hussey. 


Overture, ^Portsmouth Point 55 

Walton was only twenty-four when the International Society for Quorate 
porary Music performed his Portsmouth Point Overture in the Toxihul 1 ? 
Zurich on June 22, 1926. Since then, of course, he has added prolificaiiv 
his symphonic and choral output, and, incidentally, revised the Ovcrtu 

Portsmouth, opposite the Isle of Wight, has been England’s chief 
arsenal. In name and theme, however, the Overture was inspired by a. p r 
made by Thomas Rowlandson, the great English caricaturist and social satir 
This was published in 1817. At that time Portsmouth Point was little 
than a row of taverns along the shore. Officers and men were continue 
passing through for embarkation. Charles G. Harper gives a vivid glim.] 
of the place in “The Portsmouth Road: The Sailor’s Highway”: 

It was a place throbbing with life and excitement—the sailors going out: a 
returning home; the leave takings, the greetings, the boozing and the figHting 
all shown in Rowlandson’s drawing as on a stage, while the tall ships form 
appropriate background like the backcloth of a theatrical scene. 

It is a scene full of humor. Sailors are leaning on their arms out of a windc 
a gold-laced officer bids goodby to his girl while his trunks are being carried do 
the stairs; a drunken sailor and his equally drunken woman are belaboring' « 
another with all the good will in the world; and a wooden-legged sailor is scrap: 
away for very life on a fiddle, and dancing grotesquely to get a living. 

This settles the pictorial possibilities of Walton’s suggestive Overture- 
stant Lambert, British composer and writer, has made an acute analysis ot 
musical web. He writes: 

Melodically speaking, the work derives to a certain extent from traditional 
tunes and from the more breezy English eighteenth-century composers. It i s * xl ‘* 
esting to note a similarity in certain passages to the symphonies of Boyce, alth ** 12 
at the time the composer was completely ignorant of these works. 
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Another melodic influence has been the sardanas of Catalonia. These folk dances 
have nothing in common with the rest of Spanish music and are distinguished by 
their clear-cut form and vigorous melodic line; the tunes are often curiously English 
in atmosphere, and therefore their influence has in no way caused an inconsistency 
of style in Walton’s music. (With the possible exception of Deodat de Severac, I 
know of no other composer who has been swayed by this delightful popular 
tradition.) 

From the harmonic point of view the work raises no problems. The style is broadly 
diatonic, with a free use of diatonic discords, but with nothing approaching 
atonality or poly tonality; we are presented with neither cliches nor innovations. 


"Scapino,” A Comedy Overture 

Premiered by the Chicago Symphony Orchestra, Frederick Stock conducting, 
on Apr. 3 and 4, 1941, Walton’s “comedy overture” bears a dedication to the 
Chicago organization and its leader “in commemoration of the fiftieth Anni¬ 
versary of its foundation.” Mr. Stock directed two further performances on 
Apr. 17 and 18. The Philharmonic-Symphony orchestra played it at the Lewi- 
sohn Stadium the following July 21. Efrem Kurtz conducted. 

Composition of the Overture was begun in 1940 when Walton was already 
serving in the British army, and interruptions were naturally frequent before 
he penned the final note. The full title reads “Scapino, A Comedy Overture 
for Full Orchestra, After an Etching from Jc. Callot’s ‘Balli Sfessania/ 1622.” 

Scapino was a member of the great family of stage characters belonging to 
the Commedia dell’Arte, Pantaloon, Harlequin, and Columbine' being some 
of the others. The French Callot, who had lived and worked in the Florence 
of Cosimo de Medici, left something like 1,500 etchings, a set of them, the 
“Balli Sfessania,” published in 1622, inspired by the Commedia dell’Arte clowns. 
Reproductions of two of Callot’s etchings were pasted by Walton on the 
manuscript score of his Overture. One, belonging to the “Sfessania” set, is 
entitled, “Le Zani, ou Scapin.” In his book on Jacques Callot, J. Lieure gives 
the following description of the etching (quoted by Felix Borowski, Chicago 
Symphony annotator): 

Scapin is standing upright, his body half turned to the right, his right hand 
resting on the handle of his broadsword which projects behind him. His face is in 
profile, with a mask on the upper part, which permits the malicious eyes to be seen. 

Under his upturned moustache his tongue is protruding impudently. His broad- 
brimmed felt hat has at the right two thin feathers, which stick up vertically. 

The background represents some spectators at the rear, looking at a scene, in 
which Scapin himself figures at the right. With an obsequious curtsy he is presenting 
to a lady a letter from his master, who waits standing at the left. 
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Scapin’s cocky and rascally character is mirrored vividly in Walto^* 
Overture, especially in the opening section (molto vivace), which. ® ^ 

kind of full-length portrait of the clown. Midway in the compos 
cellos take up a mock-sentimental theme (come una serenata), again^ 
like pizzicato chords. A scherzevole section recalls earlier material atx^j 
the work jauntily to the end. ^ 



"Peter Warlock” 

(Philip Heseltine) 

BORN: LONDON, OCT. 30, 1894. DIED! LONDON, OCT. 9, 193°* 

Tragedy is a much-abused word . But the death of Philip Heseltine 
(whom an even wider public \new as Peter WarlocJO was a tragedy . 

An exceptionally gifted artist, in the full vigor of healthy manhood, 
suddenly silenced . Incalculable potentialities unfulfilled . Such a loss 
must ever be mourned. There is nothing here in which one can find 
consolation .— Bernard van Dieren. 

"Capriol Suite for Strings ' 5 

A tireless student of the songs and dances o£ all periods and a balladeer 
of no mean merit himself, Peter Warlock was naturally drawn to Thoinot 
Arbeau’s famous Orchesographic, a collection of dances, with instructions, 
first published in 1588, selecting six of the illustrations for string arrangement. 
When the classic dance manual was first translated into English by Cyril W. 
Beaumont in 1925, Peter Warlock did the preface. In a foreword Mr. Beau¬ 
mont states that Warlock “transposed the airs into modern musical notation, 
and a system of numbering was employed to show clearly the distribution 
of steps to the notes.” 

The name “Arbeau” was an anagram for Jehan Tabouret, a Catholic priest, 
later canon at Langres, born in Dijon in 1519. The Orcheso graphic was thus 
published when the august dignitary was sixty-nine years old. To it we owe 
“all the exact knowledge that we have of the dances of the fifteenth and six¬ 
teenth centuries,” according to Cecil Sharp. Although the best work on the 
dance of that period, the Orchesographie was by no means the only one, as 
Mr. Beaumont points out. Robert Copland’s The Manor of Dauncynge of 
Bace Bounces after the Use of Fraunce had appeared in 1521. Fabrito Sermo- 
netta’s 11 Ballarino dates from 1581, and a work by Cesari Negri, TSfuove 
inventioni di balli, was published in 1604. Arbeau’s treatise is in the form of 
a dialogue and gives detailed descriptions of the social dances in vogue 
throughout the sixteenth century—“whereby all manner of persons may easily 
acquire and practice the honorable exercise of dancing,” Practical lessons are 
included for mastering the Basse danse, the Pavane, the Gaillarde, the Volte, 
the Courante, the Allemande, the Gavotte, the Bouffons, the Morisque, the 
Pavane d’Espagne, and twenty-three varieties of the Branle. 
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Like “Thoinot Arbeau,” “Peter Warlock” was only a pen name, 
name being Philip Heseltine, composer, scholar, and critic, best 
author of an excellent biography of Frederick Delius, the English ^ 

His compositions include a large number of songs, choral works, p^ rt . *3?*; 


instrumental pieces, and arrangements. The English Singers hav< 


^1 


keep his name alive in past seasons by including his Corpus Christi 0 
anfiual Yuletide programs. Peter Warlock was self-taught. In his thirty 
year he cut short a brilliant career by committing suicide. 5 
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themes and, finally, the violins lead the way to a rousing intonation of the 
then national anthem “Heil dir im Siegerkranz,” with the wind instruments 
playing fortissimo against a string accompaniment. 

R. O. B« 


Overture to the Opera “Der Freischutz” 

The German romantic opera movement began considerably before Weber’s 
time, but it fell to that composer’s Der Freischutz to become the first inter¬ 
nationally known representative of that type of lyric drama. The work is 
fantasial in character, “evoking the forest with its mystery, its haunted recesses 
and its supernatural terror as a living entity.” Demons dwell there, and man 
enters at his own peril. However, Weber supplies man (the hero, Max) 
liberally with protective influences against the powers of darkness, as witness 
the angelic purity of the heroine Agatha and the holiness of the Hermit. 

The Overture is concerned with the clashing opposing forces—good and 
evil. It opens serenely. A hymnlike tune is given to the horns. Soon the 
powers of evil appear and are about to convert the music to their own ends, 
when a rhapsodic melody, which is connected with Agatha (from the finale 
of her scene in Act II, “All’ meine Pulse schlagen”), wins the day, and all 
ends in jubilation. 

The initial performance of Der Freischutz took place in Berlin on June 18, 
1821. English was the language used for the American premiere, at the Pari 
Theater, New York, Mar. 2, 1825. Oddly enough, on that occasion the opera 
was provided with a subtitle, “The Wild Huntsman of Bohemia.” And thal 
brings up the question of a proper translation of the term Der Freischutz 
which is not explained by “Freeshooter” or “Sharpshooter,” but rather b) 
the idea of a man who shoots with magic bullets. 

When the opera was given at Palmo’s Opera House, New York, Dec. 8 
1845, the original German text was employed. New York, meanwhile, hac 
heard a French version in 1827, and in 1850 it was given in an Italiar 
translation. From Mar. 23, 1924, on, whenever it has been given at the Metro 
politan Opera House, recitatives by Artur Bodanzky replaced the spoker 
dialogue of the original. 

R* C. B. 


Overture to the Opera “Oberon” 

Covent Garden, in 1824, was under the management of Charles Kemble, ; 
member of a famous theater family. Struck with the enormous popularity 0 : 
Der Freischutz f he considered the possibilities of another opera by Weber 
which was to be done specifically for British audiences. Armed with that idej 
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' M '”■* U4trf! <« Kms, where the composer, 
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quotation from the score. There is a development of the material pr^.^ 
and this last theme dominates the brilliant coda. 

Overture to the Opera “Euryanthe” 


An eccentric bluestocking, Wilhelmine de Chezy, German wife of the 
Orientalist and Sanskrit savant, was responsible for the gnarled libr^tV^ 
Weber’s Euryanthe. Largely because of this handicap, the opera is rarely rev;^ 
and the Overture alone persists as a repertory staple. Rosamunde was ^ 

of Frau de Chezy’s dramatic confections. Of that magnum opus the titl e 
survives as a label for Franz Schubert’s incidental music. Weber’s pupil 
Benedict described her as a “stout, elderly lady, with all the qualities of ^ 
bluestocking, careless and slovenly in her appearance, not blessed 
earthly goods, but with a great deal of self-sufficiency.” 

We owe the Chezy libretto to an emergency and its quality probablv 
the scholarly atmosphere of the Chezy household. After the tumultuous 
cess of Der Freischutz in Berlin and Vienna, Barbaja, the impresario 
Vienna’s Karntnerthor Theater, commissioned Weber to write another 
Weber had already sketched out a comic opera The Three Pintos, based 
Seidel’s novel Der Braut\ampf. This was brushed, aside as unsuitable, - 
composer and impresario cast about for a librettist. At the time, Frau de Ch 
had chanced, in her erudite pursuits, upon the thirteenth-century Frenclh. 
mance JJHistoire de Girard de Nevers et de la belle et vertueuse Eurya.tzthe 


Savoye, sa mie, which had almost certainly been the source of Boccaccio’s 1 
of the merchant Bernabo’s wife (. Decameron, second day, ninth novella) * I 
proposal of a libretto based on the legend was promptly accepted, and in < 
course she submitted the two acts to Weber. The score was ready in Aug 


1823, and the production came off at the Karntnerthor on Oct. 25. 'Web- 
music was generally praised, but the libretto stood in the way of the ope 
ever occupying a steady place in the repertory. 

Besides, the Viennese public had been enjoying a run of Rossini ope 
and Euryanthe contrasted heavily with them. Complaints were made ah 
its length, its puzzling story, its lack of dramatic impact. Even th.e stoj 
found dissidents. Schubert, who had been deeply stirred by Der Fraser 
was anything but won over by its successor. “This is no music,” he objec 
“There is no finale; no concerted piece according to the rules of art. Tt is 
striving after effect. And he [Weber] finds fault with Rossini! It is ^ ttJ 
dry and dismal.” In spite of which the hugely handicapped opera ran 
total of twenty performances that season, though it was many years 
Vienna heard it again. Despite its difficulties, Euryanthe has been 
from time to time, especially in the German-speaking countries, and sox^ e 
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The Chatelaine sits all alone on her balcony, gazing far away into the 
Her knight has gone to the Holy Land. Years have passed by; batdes 
fought. Is he still alive? Will she ever see him again? Her excited imaginati Qj> 
up a vision of her husband lying wounded and forsaken on the battlefield. c: -> 

not fly to him and die by his side. She falls back unconscious. But, HarJj- j 5*^ 
notes are those in the distance? Over there in the forest something flashes ’ 
sunlight nearer and nearer. Knights and squires with the cross of the Cr Uj ^^' 
banners waving, acclamations of the people; and there—it is he. She sinks xrxtoT'* 
arms. Love is triumphant. Happiness without end. The very woods and wa>ve s 
the song of love; a thousand voices proclaim his victory. 
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So Babinsky has a game o£ cards with the devil, and he is lucky ^ 
to win half the infernal kingdom from him. This brings about Sdrw--^^ 
release from the lower regions and, as he is reunited with his wife, 
fades out of the picture slowly and sadly. " 

Mr. Weinberger settled in New York City in 1939. Since that time ^ 
composed also the Variations and Fugue on Under the Spreading Cy^^. 
Tree; The Legend of Sleepy Hollow; Two Poems by Edgar Allan Po^ ^ 
Devil in the Belfry and The Raven; Song of the High Seas, and Prelude * 
Fugue on “Dixie,” and a Lincoln Symphony. 

The composer has two operas to his credit, a pantomime, incidental 
for Shakespeare’s The Tempest, A Winter's Tale, Romeo and Julies* ^ 
Hamlet. He had written, prior to taking up residence here, several 
concert works. 

Mr. Weinberger studied music first at Prague, with Kricka and Hoffm c j st< 
He later joined Max Reger’s Master Class at the Leipzig Conservatory, j. 
first came to this country in 1922, when he took up duties as a teacher 
composition and theory at Ithaca, N. Y. On his return to Czechoslovakia 1 
became the Director of the Music School at Eger. 

R~ C. B 









Emerson Whithorne 

BORN! CLEVELAND, OHIO, SEPT. 6 , 1884. 

He is rarely the realist, and while he uses polytonality on occasion', 
and never hesitates at invoking acrid dissonance to gain the effects 
he wants, he always seems more interested in an impressionism 
designed to produce atmosphere, rather than in any devices advanced 
for their own sa\e alone .— John Tasker Howard. 


Symphonic Poem, “The Dream Pedlar,” Op. 5 0 

Some years ago Mr. Whithorne was strolling along the left bank of the 
Seine in Paris. He walked up to a small huddle of people gathered around a 
pedlar. The man seemed to be offering an article for sale. The price was only 
a few sous. Suddenly, a quarrel arose. Sharp words of anger were flung at 
the little vendor. Abruptly the pedlar retorted: “I am only selling you blind 
ones a glorious sunset; look at it and be grateful that you have bought beauty 
at so small a price!” 

It was this incident that inspired Mr. Whithorne to write his symphonic 
poem, The Dream Pedlar . The work was composed in 1930 and performed 
for the first time anywhere on Jan. 15, 1931, at a concert of the Los Angeles 
Philharmonic Orchestra, under the direction of Artur Rodzinski. A note in 
the score reveals that The Dream Pedlar was sketched in New York City 
between Mar. 13 and Apr. 12, 1930, and orchestrated in Dark Canyon, 
Hollywood, Calif., between July 9 and Aug. 7 of the following summer. 

The composer has prefaced the score with the following statement: 

The little pedlar of dreams plods along the highway of life. With a small bell in 
his cap, tinkling to the rhythm of his weary tread, he cries his wares as he goes. 
To you he sells the dream of beauty; to you, the dream of love; to you, the dream 
of conquest; and to you, the dream of vast power. So when you hear his tinkling 
bell and meet him on the highroad, stop and buy. For he is The Dream Pedlar — 
and what he sells may be of greater value than gold and precious stones. 

He has also divulged a literary source of his symphonic score—the poem 
Dream-Pedlary of Thomas Lovell Beddoes (1803-1849): 

If there were dreams to sell, 

What would you buy? 

Some cost a passing bell; 

Some a light sigh, 

That shakes from Life’s fresh crown 
843 
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Only a rose-leaf down. 

If there were dreams to sell, 

Merry and sad to tell, 

And the crier rang the bell. 

What would you buy? 

A cottage lone and still. 

With bowers nigh, 

Shadowy, my woes to still, 

Until I die. 

Such pearl from Life’s fresh crown 
Fain would I shake me down. 

Were dreams to have at will, 

This would best heal my ill. 

This would I buy. 

The music shows few formal patterns, being, rather, a fantasy in irrip re 
sionistic imagery, richly suggestive in its symbolic coloring. Lawrence Gilrna 
called it “luminous, full of pleasant sounds and fairy evocations.” 

Among Mr. Whithorne’s scores are three symphonies, a Poem for pi ar 
and orchestra—showing a recurring interest in syncopated rhythms—a. 
Morgana for orchestra, chamber music, and music for ballets and plays. 

Living in London between 1907 and 1915, Mr. Whithorne wrote rtutis 
reviews for the Pall Mall Gazette. On his return to America he becan 
associated with publishing houses, before deciding, in 1922, to turn ail h 
energies to composing. 




Henri Wieniawski 

BORN: LUBLIN, JULY 10, 1835. DIED: MOSCOW, APR. 2, l88o. 

Impetuous, warm-hearted, witty, an excellent storyteller—such was 
the man and such were the qualities that shone through his perform¬ 
ances. He has been accused of now and then overstepping the bounds 
of good music taste, and indeed his fiery temperament led him some¬ 
times to a certain exaggeration, especially in quic\ movements, or to 
such errors as the introduction of an enlarged cadenza in Mendels¬ 
sohn s concerto. But who would not forgive such pecadilloes to so 
rare and genuine a talent ?— Paul David. 


Concerto for Violin and Orchestra in D minor, No. 2, 

Op. 22 

I. Allegro moderato. II. Romance: Andante non troppo. III. Allegro 
moderato—a la Zingara (in gypsy style). 

In cataloguing the benefactions of Nadejda von Meek, the name of Peter 
Ilyitch Tschaikowsky inevitably stands out. There were others, however, who 
benefited from the practical interest of this generous woman. One of them 
was Henri Wieniawski, the fiery Polish violinist, whose wondrous tone, pro¬ 
digious skill, and warm temperament had placed him among the reigning 
virtuosos of his time. But that time had passed. Wieniawski’s health was 
broken. In his last months, sick and helpless, he was stranded in Moscow; 
helpless, but for the comfort and aid of Mme. von Meek’s charity. It was 
Tschaikowsky who penned the record of her good deed—the same Tschai¬ 
kowsky who was to render her name immortal. “Your benevolence to poor, 
dying Henri Wieniawski touches me deeply,” he wrote to her on Mar. 22, 
1880. “I pity him greatly. In him we shall lose an incomparable violinist and 
a gifted composer.” On Apr. 2—eleven days later—the “poor, dying Henri 
Wieniawski” was dead. 

At the zenith of his power, Henri Wieniawski was one of the two most 
dazzling personalities of the magic bow. The other was Joseph Joachim. 
There is a touching story of friendship and fellowship related of these two 
virtuosos. Despite ill health, Wieniawski once gave a recital in Berlin. In the 
middle of a concerto the ailing violinist was stricken with a sudden spasm. 
Paralyzed by the pain, he stopped playing. Joachim, who was present, leaped 
from his seat and rushed to the side of his colleague. Assured that he was 
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not in danger, he took up Wieniawski’s violin and finished the program— 
“amid the enthusiastic applause of an audience delighted by so spontaneous 
an act of good fellowship.” 

Wieniawski wrote two violin concertos. The first, in F sharp minor, Op. 14, 
is a virtuoso’s paradise, the work of a young paladin of the bow who glories 
in his stupendous skill. The second belongs to a later and emotionally richer 
period. The virtuosity remains, but there is more. “It shows the composer 
intended to write not merely a virtuoso composition for the violin, but to 
produce as well an interesting musical creation.” Such was the verdict of 
Leopold Auer, who also suggested that the Concerto had been written under 
the influence of Gounod, Saint-Saens, and even Lalo. When he made his 
statement, in the early 1920’s, Auer felt that the success of the D minor Con¬ 
certo could be compared only with. that of Saint-Saens’ B minor and Lalo’s 
Symphonie Espagnole —always excepting “the three violin super-concertos” of 
Beethoven, Mendelssohn, and Brahms. 

The first two movements of the D minor Concerto are played without 
pause, the link being a twelve-bar clarinet solo. The first movement is marked 
Allegro moderato in D minor, 4/4, though Auer states that Wieniawski him¬ 
self played it “more moderato than allegro.” The main theme appears first in 
the orchestral passage that opens the movement. There a foreshadowing of 
the second subject may also be heard in a passage for horn. The solo violin 
then makes its first encounter with the main theme before turning to the 
second, in F major, against a background of cellos. 

The second movement, a Romance marked Andante non troppo, B flat 
major, 12/8 grows out of the lyric subject given out by the solo violin. “It is 
a song to be sung in a way to make us forget the instrument,” said Auer 
of this movement. 

The finale returns to the Allegro moderato of the first movement—with a 
difference. The words a la Zingara (in gypsy style) are added, and the 
emphasis this time should be on the allegro rather than on the moderato, 
again according to Auer. The key is D minor, the time 2/4. 

The movement opens with a cadenza for violin. Then the orchestra sounds 
a few measures and the violin is back with the chief theme of the movement. 
The orchestra reviews the theme before the violin again returns, this time with 
a restatement of the second melody of the first movement, now given in E flat 
major. Later the real second theme of the movement—a vigorous subject in 
G major—is given out by the violin in double notes, returning the same way 
toward the very end, where its key is now D major. 


L.B. 
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PROGRAM NOTES 

periodicals, catalogues, scores, etc. 

Among the many magazines and news¬ 
papers from which useful information was 
extracted are Musical America, Musical 
Courier, The Musical Quarterly, Modern 
Music, The Chesterian, The New Yor\ 
Times, The New Yor\ Herald-Tribune, 
The New Yor\ Sun, and the New Yor\ 
World-Telegram. Magazines in French, 
Italian, German, Spanish, and Russian to 
which indebtedness is due are far too nu¬ 
merous to mention; but a special word of 
appreciation must be rendered to Sovyets - 
haya Musi ha, the Soviet periodical which 
in many cases has been the sole source of 
detailed information about living Russian 
composers. Alfred Einstein’s monumental 
edition (1937) of the Mozart Catalogue has 
been invaluable, and so have been the 
various publications of Nicholas Slonimsky. 
The authors have already signified their 
debt to many early American annotators 
whose pioneer work has been a constant 
guide and inspiration to all subsequent 
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workers in this field. A final offering of 
thanks is made to the combined staffs of 
the Music Division of the New York Public 
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for their indispensable help in providing 


music scores and books. To these must be 
added special mention of Howard Keresy, 
librarian of the New York Philharmonic- 
Symphony Society and the many members 
of the Philharmonic-Symphony office staff. 
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BmAKJMOT, MltY .... 

“Blarney,” Oriental * 
tUwK*, SutuiL, [19-211 
Hmplumy m One 

Adagio for String 

U, [20] 

"Sfirtm! Essay, 

*W*, Hku, [22-25] 
i-Mttirrto for Orchestra, [24] 
t ‘nttfrrtw for Two Pianos with Or¬ 
chestral Accompanim 
Bwmncw, Ltwm van, 

Swfuhmfcs 

No, 1, C major, Op, 21, 

No, 2, D major, Op. 36, 

No, 3, E Rat major, Op. 55 
("Kona"), [31] 

No, 4, U flat major, Op, 60, [33] 
No, \ 0 minor, Op. 67, [?" 

No, ft, l f major, Op. “ 
ran, W 
No. ?, A ma. 

No. S, F major, Op. 93, 

No. *», 1) minor, Op. 12 
t:»mrrt»t t 
lor Piano anti 

nwjor, No. 1, Op. 15, [52] 

Fur Piano and Orchestra, C 

mmor, No. 3, Op. 37, [53] 

F„r Piano and Orchestra, 0 

major, No. 4. Op. 58, [55] 

(•W Piano and Orchestra, E flat 
«u S ot, No. 5 (“Emperor”), 

op. m 
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Beethoven, Ludwig van (Cont.) 
Concertos (Cont.) 

For Violin and Orchestra, D 
major, Op. 61, [60] 

For Piano, Violin, Violoncello, 
and Orchestra, C major, Op. 56, 
[62] 

Overtures 

“Coriolanus,” Op. 62, [66] 
“Egmont,” Op. 84, [69] 
“Leonore,” No. 2, Op. 72, [67] 
“Prometheus,” Op. 43, [64] 
Grand Fugue in B flat major, Op. 
133, [71] 

“Marcia alia turca” (“Turkish 
March”) from “The Ruins of 
Athens,” Op. 113, [72] 
“Romance” (Romanze) in G major, 
for Violin and Orchestra, Op. 40, 
[72] 

Benjamin, Arthur, [74-75] 

“Overture to an Italian Comedy,” 
[74] 

“Cotillon,” [75] 

Bennett, Robert Russell, [76-77] 

“A Symphony in D for the 
Dodgers,” [76] 

Berlioz, Hector, [78-90] 

“Symphonic Fantastique,” Op. 
14 A, [78] 

Overture to the Opera “Benvenuto 
Cellini,” Op. 23, [88] 

Overture, “Le Carnaval romain” 
(“The Roman Carnival”), Op. 
9, [89] 

Excerpts from the Dramatic Legend 
“The Damnation of Faust,” Op. 
24, [84] 


Berlioz, Hector (Cont.) 

Orchestral Excerpts from the Dra¬ 
matic Symphony “Romeo and 
Juliet,” Op. 17, [81] 

Bernstein, Leonard, [91-93] 
Symphony, “Jeremiah,” [91] 

Suite from the Ballet “Fancy Free,” 

[93] 

Bizet, Georges, [94-96] 

Symphony in C major, [94] 
“L’Arlesienne” Suites Nos. 1 and 2, 
[95] 

Blitzstein, Marc, [97-98] 

Symphonic Poem, “Freedom Morn- 
ing,” [97] 

Film Suite, “Native Land, 5 ’ [98] 
Bloch, Ernest, [99-104] 

Symphony, “Israel,” for Soprano, 
Contralto, Baritone, Women’s 
Chorus, and Orchestra, [99] 
“Schelomo” (“Solomon”): Hebrew 
Rhapsody, for Cello and Or¬ 
chestra, [104] 

“Three Jewish Poems,” [102] 
Boccherini, Luigi, [105-106] 
Symphony in A major, [105] 
Borodin, Alexander, [107-111] 
Symphony in B minor, No. 2, Op. 
5, [107] 

Orchestral Sketch, “On the Steppes 
of Central Asia,” [110] 

Excerpts from “Prince Igor,” [109] 
Brahms, Johannes, [112-134] 
Symphonies 

No. 1, C minor, Op. 68, [112] 
No. 2, D major, Op. 73, [115] 
No. 3, F major, Op. 90, [117] 
No. 4, E minor, Op. 98, [119] 
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t’vmvrsR, ImtK Aiben, [ 155 - 159 ] 
Hymphuny No. 2 , [ 155 ] 

Skyvr.tjwrs, A Ballet o£ American 
Life.” [ 157 ] 

*'wv»;tMt.*vo»TE»Rsco, Mario, [ 160 - 
1<>! | 

t H wure. "King John,” [ 160 ] 
<'tn«ROH, Km MANUEL [ 162 - 163 ] 

Rhapsody for Orchestra, 

}l«| ; 

t MMittU R, (tEOKOK WlIITEFIEU), [ 164 - 

1M.| 

Sketch, “Jubilee,” [ 164 ] 

*‘stM'-ww, Khnevc, [ 167 - 169 ] 
s >»t|‘Hmiv in B flat major, Op. 20 , 

flol'i 

f t!vw.m, [ 170 - 172 ] 

1 rtut for Piano and Orchestra, 
No. 1 . | 170 [ 

* 'iimitUM. larwt, [ 17 . 3 - 175 ] 

i Hmutc to the Ballet Opera “An- 
M,em: [1711 

< twfime to "The Water Carrier,” 

lltTj 

* fj'-fi*., I'Bt’.nfaji:, [ 176 - 179 ] 

v i to tot Piano and Orchestra 
,.t ?, tnitatr, No. 1 , Op. 11 , [ 176 ] 
t for Piano and Orchestra 

.*a 1 - minor, No. 2 , Op. 21 , [ 178 ] 
r fiMt.hit, Mom, ( 180182 [ 
v,»,ji|,«,itv in 1 ) major, No. 2 , [ 180 ] 

* l f »Miltl«lt SttEt-HERB, [ 183 - 
tvlf 

| SiVH*t Trn Million": A Joyous 
hj,!, fmpirrd by the Familiar 
l. ^rttd "The Tcn titillionth Ford 
P. Now Serving Its Owner," 
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Copland, Aaron, [186-195] 

Orchestral Suite from the Ballet 
“Appalachian Spring,” [190] 
Suite from “Billy the Kid,” [194] 
“El Salon Mexico,” [194] 

“A Lincoln Portrait,” [188] 

“Quiet City,” for Trumpet, Eng¬ 
lish Horn, and String Orchestra, 
[193] 

“Statements for Orchestra,” [186] 
Corelli, Arcangelo, [196-199] 
“Christmas Concerto,” Concerto 
Grosso, No. 8, in G minor 
(“Fatto per la Notte di Natale”), 
Op. 6, [196] 

“La Folia,” for Violin and Or¬ 
chestra, [199] 

Suite for String Orchestra, [198] 
Couperin, Francois, [200-201] 
“Prelude and Allegro,” [200] 
Cowell, Henry, [202-203] 

“Tales of Our Countryside,” [202] 
Creston, Paul, [204-208] 

Symphony No. 2, Op. 35, [204] 
Scherzo from Symphony, Op. 20, 
[205] 

Concerto for Saxophone (E flat 
alto) and Orchestra, [207] 
“Pastorale and Tarantella,” [207] 
Tone Poem, “Threnody,” [206] 

D 

Debussy, Claude, [209-217] 

Prelude to “The Afternoon of a 
Faun,” [209] 

“Fantaisie for Piano and Orchestra,” 
[215] 


Debussy, Claude (Cont.) 

“Iberia”: “Images pour Orchestre,” 
No. 2, [213] 

“La Mer” (“The Sea”): Three 
Symphonic Sketches, [210] 

Two Nocturnes: “Nuages” 

(“Clouds”), “Fetes” (“Festi¬ 
vals”), [212] 

“Sarabande,” [216] 

Delius, Frederick, [218-222] 

“Paris, A Night Piece” (“The Song 
of a Great City”), [219] 

“A Song of Summer,” [220] 
Intermezzo “The Walk to the Para¬ 
dise Garden,” from the Opera “A 
Village Romeo and Juliet,” [218] 
Dello Joio, Norman, [223-224] 
Ricercari for Piano and Orchestra, 
[223] 

Diamond, David, [225-227] 

Symphony No. 2, [225] 

“Rounds for String Orchestra,” 
[227] 

Dohnanyi, Ernst von, [228-229] 
“Variations on a Nursery Air,” for 
Orchestra with Piano Obbligato, 
Op. 25, [228] 

Dukas, Paul, [230-232] 

Scherzo, “L’Apprenti sorcier” 
(“The Sorcerer’s Apprentice”), 
[230] 

Dvorak, Anton, [233-250] 
Symphonies 

No. 2, D minor, Op. 70, [233] 
No. 4, G major, Op. 88, [235] 
No. 5, E minor, Op. 95 (“From 
the New World”), [239] 
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Dvorak, Anton (Cont.) 

Concertos 

For Piano and Orchestra, G 
minor, Op. 33, [242] 

For Violin and Orchestra, A 
minor, Op. 53, [243] 

For Cello and Orchestra, B 
minor, Op. 104, [245] 
“Carneval,” Overture for Grand 
Orchestra, Op. 92, [249] 

“Ein Heldenlied” (“A Hero’s 
Song”), [247] 

“Slavonic Dances,” Op. 46 and Op. 
72, [249] 

E 

Elgar, Edward, [251-255] 

Overture, “Cockaigne (in London 
Town),” Op. 40, [252] 

“Falstaff”: A Symphonic Study for 
Orchestra, [253] 

March, “Pomp and Circumstance,” 
in D major, Op. 39, [254] 
Variations on an Original Theme 
(“Enigma”), Op. 36, [251] 
Enesco, Georges, [256-257] 
“Rumanian Rhapsody in A major,” 
Op. 11, No. 1, [256] 

F 

de Falla, Manuel, [258-261] 

Suite from the Ballet Pantomime, 
“El amor brujo” (“Love the Sor¬ 
cerer”), [259] 

Three Dances from the Ballet “The 
Three-cornered Hat” (“El som¬ 
brero de tres picos”), [258] 


Faure, Gabriel, [262-263] 

Ballade for Piano and Orchestra in 
F sharp major, Op. 19, [262] 
“Pavane” and “Fileuse,” [263] 
Fernandez, Oscar Lorenzo, [264- 
265] 

“Batuque” from the Suite “Reisado 
do Pastoreio,” [264] 

Foote, Arthur, [266] 

Suite for String Orchestra in E 
major, Op. 63, [266] 

Foss, Lukas, [267-268] 

“The Prairie,” a Cantata for Mixed 
Chorus, Four Solo Voices, and 
Orchestra, [267] 

Franck, Cesar, [269-272] 

Symphony in D minor, [269] 

G 

Gershwin, George, [273-278] 

Concerto for Piano and Orchestra 
in F major, [276] 

“An American in Paris,” [273] 
“Rhapsody in Blue,” [278] 

Selections from “Porgy and Bess,” 
[277] 

Gilbert, Henry F., [279-280] 

“Comedy Overture on Negro 
Themes,” [279] 

Glazounqff, Alexander, [281-282] 
Symphony in C minor, No. 6, 

• Op. 58, [281] 

Concerto for Violin and Orchestra 
in A minor, Op. 82, [282] 
Gliere, Reinhold Moritzovich, [283- 
286 ] 

Symphony in B minor. No. 3 (“Ilya 
Mourometz”), Op. 42, [283] 
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Gliere, Reinhold Moritzovich H 


(Cont.) 

“Marche Heroique,” Op. 71, [286] 
Glinka, Michail Ivanovitch, [287- 
290] 

Overture to “Russian and Lud¬ 
milla; 5 [287] 

“Jota Aragonese, 55 Caprice Brilliant, 
[289] 

Gluck, Cristoph Willibald, [291- 
295] 

Overture to the Opera “Alceste, 5 ’ 
[292] 

Overture to “Iphigenia in Aulis, 55 
[291] 

Goldmark, Karl, [295-296] 

Concerto for Violin and Orchestra 
in A minor, Op. 28, [295] 

Gould, Morton, [297-298] 

“American Symphonette, 55 No. 2, 
[297] 

“Spirituals for String Choir and 
Orchestra, 55 [298] 

Grieg, Edvard, [299-304] 

Concerto for Piano and Orchestra 
in A minor, Op. 16, [299] 

“Peer Gynt, 55 Suite No. 1, Op. 46, 
and Suite No. 2, Op. 55, [302] 

“Symphonic Dance No. 2, 55 [304] 
Griffes, Charles Tomlinson, [305- 
306] 

“The Pleasure-dome of Kubla 
Khan, 55 [306] 

“The White Peacock, 55 Op. 7, No. 1, 
[305] 

Gruenberg, Louis, [307-308] 

Concerto for Violin and Orchestra, 
Op. 47, [307] 


Hadley, Henry, [309-310] 

Overture “In Bohemia, 55 Op. 28, 
[309] 

Handel, George Frederick, [311-316] 
Concerto Grosso for String Orches¬ 
tra in B flat major, Op. 6, No. 7, 
[313] 

Concerto for Orchestra and Organ 
in D major, [314] 

Suite from the Opera “II Pastor 
Fido 55 (“The Faithful Shep¬ 
herd 55 ), [315] 

“Water Music 55 Suite, [311] 

Hanson, Howard, [317-320] 

“Nordic 55 Symphony, [317] 
Symphony No. 2 (“Romantic 55 ), 
[318] 

Harris, Roy, [321-322] 

Symphony No. 3 (In One Move¬ 
ment), [321] 

Haydn, Joseph, [323-334] 

Symphonies 

No. 13 (Breitkopf & Hartel), D 
major, [323] 

No. 49, F minor (“La Passione 55 ), 
[324] 

No. 10 (B. & H. No. 86), D 
major, [324] 

No. 88 (B. & H.), G major, [326] 
No. 92, G major (“Oxford 55 ), 
[327] 

No. 93 (Salomon No. 2), D 
major, [329] 

No. 97 (B. & H.) (Salomon No. 

1), C major, [331] 

“Toy Symphony, 55 [332] 
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Umtcrto Sucro No, 1 ,” [ 359 ] 

K 


NunirvMiY, Dmitri, [360-365] 

H> mpiuniy No. 2, Op. 19, [360] 
t Wkruo for Piano and Orchestra 

wt; minor, No. 2, Op. 23, [363] 

Overture t<> t | w Opera “Colas 

Htrttjjmm,** [MA] 

K **‘- Immmr, [366,367] 

' N^wrio for Orchestra” on Themes 
n.*nt "SlutwlRMt” [.366] 
hriu.tivrwnu.s, Aram, [368-372] 
t "inrrtrt for Piano and Orchestra, 

W 

'Diiwr with the Sabers’* from the 
Htllrt ”< htyuneh,” [371] 
K>fDV'.*4iRorr, Tikhon, [373] 
v,inj.lt.«ny No. 1, Op. 4, [373] 

K 1374-3761 

\niht\ from (Atlanta,” [376] 
v,,* f f ,,m “H,lry Janos,” [374] 
H***hv, Iwt, [377,378] 

VjtMiKim on a North Carolina 
i' At . V<snj "I Wonder As I Wan- 
Aa,” Up. H 1 377] 


L 

vtm, ] 37*1,383] 

‘Maflium Evpagnok,” for Violin 
,«.l Uoltewra, Op. 21, [379] 
i s,:i«rt 5 .i h.r Violoncello and Or- 
Jo-mm w D minor, [381] 
Uwmr to the Ofwra “U Roi 

.rw* l*U 





86 o 


THE CONCERT COMPANION 


Liadoff, Anatol, [384-385] 

“Eight Russian Folk Songs,” Op. 
58, [385] 

“Kikimora,” Legend for Full Or¬ 
chestra, Op. 63, [385] 

“Le Lac Enchante” (“The En¬ 
chanted Lake”), Legend for Or¬ 
chestra, Op. 62, [384] 

I^Liszt, Franz, [387-392] 

Concerto for Piano and Orchestra 
in E flat major, No. 1, [387] 
Concerto for Piano and Orchestra 
in A major, No. 2, [389] 
Symphonic Poem, “Les Preludes” 
(after Lamartine), [391] 

$X “Mephisto Waltz,” [391] 

Loeffler, Charles Martin, [393-395] 
Symphonic Poem, “Memories of 
My Childhood,” [393] 

“A Pagan Poem” (after Virgil), for 
Orchestra with Piano, English 
Horn, and Three Trumpets 
Obbligati, Op. 14, [394] 

Lully, Jean-Baptiste, [396-397] 

Ballet Suite, “Noce Villageoise,” 
[396] 

M 

MacDowell, Edward, [398-400] 
Concerto for Piano and Orchestra 
in D minor. No. 2, Op. 23 [398] 
Suite No. 2 in E minor (“Indian”), 
Op. 48, [399] 

Mahler, Gustav, [401-420] 
Symphonies 
No. 1, D major, [401] 

No. 2, C minor, for Orchestra, 
Soprano and Alto Solos, and 
Mixed Chorus, [405] 


Mahler, Gustav (Cont.) 

Symphonies (Cont.) 

No. 4, G major (with Soprano 
Solo), [408] 

No. 5, C sharp minor, [411] 

No. 9, [414] 

“Das Lied von der Erde” (“The 
Song of the Earth”), [416] 
Martinu, Bohuslav, [421-422] 
Symphony No. 2, [421] 

Mason, Daniel Gregory, [423-424] 
“A Lincoln Symphony,” Op. 35, 
[423] 

McDonald, Harl, [425-426] 
Symphonic Poem, “Bataan,” [425] 
Mendelssohn, Felix, [427-440] 
Symphonies 

No. 3, A minor, Op. 56 

(“Scotch”), [427] 

No. 4, A major, Op. 90 

(“Italian”), [430] 

No. 5, D, Op. 107 (“Reforma¬ 
tion”), [431] 

Concerto for Violin and Orchestra 
in E minor, Op. 64, [433] 
Overtures 

“The Hebrides” (“Fingal’s 
• Cave”), Op. 26, [435] 

“Ruy Bias,” Op. 95, [437] 

“The Wedding of Camacho,” 
[438] 

“Zum Marchen von der schonen 
Melusina” (To the Legend of 
Fair Melusina), Op. 32, [436] 
Excerpts from the Music to “A 
Midsummer Night’s Dream,” 
[439] 
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Wowcano Amadeus (Cont>) 
Cmmim {Vmt) 

** Piano and Orchestra, D 
minor (ft. 466), [472] 

(K. 4*7), ^ chestra,Cma ’ or 
For Piano and Orchestra, E flat 
(K. 482), [477] 1 

(K.48S), [479] ** , r 

For Puwr and Orchestra, C minor 
(K. 441), [480] 

F“f Piano ami Orchestra, C major 

m. son, [482] 

Pm P‘-m« and Orchestra, B flat 
major (K, ?5), [485] 
i ; oi Vmlin and Orchestra, D 
nuprr (K. 218), [485] 
i>V Vit*lin and Orchestra, A ma¬ 
im, No, 5 (K. 219), [487] 
”Sin(miM <kmcertante M for Violin, 
VVifa, ami Orchestra in E flat 
«M|W (K. M), [488] 

■ ■ ”) (K. 486), [496] 

■ i it,- Rmfultrunt aus dcm Scrail,” 

Sr ™ “ F "f- “ F WPlfy’wfy f 

mi 

1 *MS oarvanni,” [492] 

14,>mewo," ]495] 

' The Maj>k i*‘l»tc," [493] 

"Ha- Marriage of Figaro” (“Le 
SW/t ili Figaro”), [490] 

-| M ,r Klrtw Nachtmusik,” Scre- 
fy,{r im String Orchestra (K. 
|K| 
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Mozart, Wolfgang Amadeus (Cont.) 
“Serenata Notturna” (Serenade No. 
6) in D major for Two Small 
Orchestras (K. 239), [500] 

“Six German Dances” (K. 571), 
[498] 

N 

Nicolai, Otto, [502-503] 

Overture to “The Merry Wives of 
Windsor,” [502] 

P 

Paganini, Niccolo, [504-506] 
Concerto for Violin and Orchestra 
in D major, Op. 6, [504] 

Paine, John Knowles, [507-508] 
Prelude to Sophocles’ Tragedy 
“Oedipus Tyrannus,” Op. 35, 
[507] 

Pfitzner, Hans, [509-510] 

Three Preludes from “Palestrina,” 
[509] 

Piston, Walter, [511-513] 

Symphony No. 2, [511] 

Suite from the Ballet “The Incredi¬ 
ble Flutist,” [512] 

Poulenc, Francis, [514-515] 

Concerto in D minor for Two Pi¬ 
anos and Orchestra, [514] 

Prokofieff, Serge, [516-528] 
“Classical” Symphony in D major, 
Op. 25, [516] 

Symphony No. 5, Op, 100, [517] 


Prokofieff, Serge (Cont.) 

Concertos 

For Piano and Orchestra, D flat 
major, Op. 10, [518] 

For Piano and Orchestra, C ma¬ 
jor, No. 3, Op. 26, [519] 

For Violin and Orchestra, D ma¬ 
jor, No. 1, Op. 19, [520] 

For Violin and Orchestra, G mi¬ 
nor, No. 2, Op. 63, [522] 

Four Excerpts from the Ballet “Ro¬ 
meo and Juliet,” Op. 64, [525] 
“Lieutenant Kije,” Orchestral Suite, 
Op. 60, [526] 

“Peter and the Wolf,” Orchestral 
Fairy Tale for Children, Op. 67, 
[528] 

“Summer Day,” Children’s Suite for 
Little Symphony, Op. 65B, [523] 
Purcell, Henry, [529-530] 

“Prelude and Death of Dido” from 
“Dido and Aeneas,” [529] 

R 

Rachmaninoff, Sergei, [531-544] 
Symphony in E minor, No. 2, Op. 
27, [531] 

Symphony in A minor, No. 3, Op. 

44, [536] 

Concertos 

For Piano and Orchestra, F sharp 
minor, No. 1, Op. 1, [537] 

For Piano and Orchestra, C mi¬ 
nor, No. 2, Op. 18, [539] 

For Piano and Orchestra, D mi¬ 
nor, No. 3, Op. 30, [540] 
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HtstiKv KtmsAKfOT, Nicholas (Com) 
Russian Easter,” 

op. h m\ 

* Kspagnole,” Op. 34 , 

Mwhcr<ur,;ulc" Symphonic Suite 
4 ttrr "The Thousand and One 
%i«C Op. 35, [563] 

Sum- f rom the Opera “Tsar Saltan ” 

!^| 

Manum, [569-571] 

" Ll IVtc tin vin” (“The Festival of 
Wm*-"), \%<)] 

Hiuim, tiiDttttiiNo, [572*578] 

i 

' I'lw Utrlrr of Seville,” Opera 
IhitLf in T w *> Acts, [572] 
i,‘tMSu»M in 4tgeri” (“The Ital- 
tiit Wfiuwu in*Algiers"), [573] 

' VH,»,,mi*le,” Meknlnimma trag- 
;»<• ut Twu Acts, [575] 

Wdli..m Tell," [577] 
it -* »4t«. Amw, [579.581] 
s ‘SiiipSiv»!iv in (J minor, No. 3, Op. 

< m ; ■■■■■■■ 

*W. rt Arwite," Ballet Suite 
,V. A Oj». 41, [5H0] 
if.tih, Ams«, j 5R2-583] 

t .a rii.. l.tr l’i,ui(. »ntd Orchestra 
«j 1 1 No. 3, Op. 45, [582] 

S 

\im,» OttAW.w Oamuxs, [584- 
v tapu.*«v tn C minor, No. 3, Op. 

•\m\ 
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Saint-Saens, Charles Camille (Cont.) 
Concertos 

For Piano and Orchestra, G mi¬ 
nor, No. 2, Op. 22, [586] 

For Piano and Orchestra, C mi¬ 
nor, No. 4, Op. 44, [587] 

For Violin and Orchestra, B mi¬ 
nor, No. 3, Op. 61, [588] 

For Cello and Orchestra, A mi¬ 
nor, Op. 33, [590] 

Symphonic Poem, “Danse Macabre,” 
Op. 40, [591] 

Symphonic Poem, “La Jeunesse 
d’Hercule” (“The Youth of Her¬ 
cules”), Op. 50, [592] 

Sanjuan, Pedro, [593-594] 

Cuban Dance Suite “Liturgia Ne- 
gra,” [593] 

Schelling, Ernest, [595-596] 

“A Victory Ball”: Fantasy for Or¬ 
chestra, [595] 

Schonberg, Arnold, [597-600] 

“Theme and Variations for Orches¬ 
tra,” in G minor, Op. 43B, [598] 
“Verklarte Nacht” (“Transfigured 
Night”), Op. 4 (Arranged for 
String Orchestra), [597] 
Schubert, Franz, [601-612] 
Symphonies 

No. 2, B flat major, [601] 

No. 4, C minor (“Tragic”), [602] 
No. 5, B flat major, [603] 

No. 7, C major, [605] 

No. 8, B minor (“Unfinished”), 
[609] 

Concerto in A for Cello and Or¬ 
chestra, [611] 

Music from “Rosamunde,” [611] 


Schuman, William, [613-616] 
Symphony No. 3, [613] 

“American Festival Overture,” 

[615] 

“William Billings Overture,” [615] 
Schumann, Robert, [617-631] 
Symphonies 

No. 1, B flat major, Op. 38, [617] 
No. 2, C major, Op. 61, [619] 
No. 3, E flat major (“Rhenish”), 
Op. 97, [620] 

No. 4, D minor, Op. 120, [622] 
Concerto for Piano and Orchestra in 
A minor, Op. 54, [625] 

Concerto for Cello and Orchestra in 
A minor, Op. 129, [627] 

Overture to Byron’s “Manfred,” Op. 
115, [629] 

Scriabin, Alexander, [632-634] 
“Prometheus: The Poem of Fire,” 
Op. 60, [632] 

Shostakovich, Dmitri, [635-651] 
Symphonies 
No. 1, Op. 10, {635] 

No. 5, Op. 47, [638] 

No. 6, Op. 53, [639] 

No. 7, Op. 60, [642] 

No. 8, Op. 65, [644] 

No. 9, Op. 70, [646] 

Concerto for Piano and Orchestra, 
Op. 35, [649] 

Polka and Dance from the Ballet 
“The Golden Age,” Op. 22, [650] 
Sibelius, Jean, [652-668] 

Symphonies 

No. 1, E minor, Op. 39, [652] 
No. 2, D major, Op. 43, [654] 
No. 3, C major, Op. 52, [656] 
No. 4, A minor, Op. 63, [657] 
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% XXmmt GtA ^ (Coat) 

ln The Colored Sol- 

^mWho Did for Democracy,” 

Symphonic Poem,“Old California” 

M-ij 

"TUm Chant for America," Based 

” n 4 ^’ cm ty Katharine Garrison 
^•pin. \m\ 

’ 5Wut for Orchestra,” [685] 
f„i HNNt {687-601 ] 

* twtnjrr t(» the Ojxrctta, “Die Fled- 
r'Hte Bat"), [689] 
Mobile," Musical Joke, 
«T 07 , |t,-n| 

Waltz from "Der Zi- 
(“The Gypsy Bar- 

'Wtruer Blut" (“Vienna 
t>\% .w, [twi 
Hmiw, {692-708] 

' v. ? stpWna Dumcttiea,” Op. 53, 

I <\u V^m, "Also Sprach Zarathu- 
1 "lh«s Spake Zarathustra”), 

‘ «a, jw«| 

' l.'iib sir*’ Or Piano and Orchestra 

It (itttmr, {7W{ 

I -m I*i '■< tn, Juan,” Op. 20, 

V<\ 

• I K .0 «>iistite" (Introduction, 
i m >nt uith Variatimts and Fi- 
wiu s, Variatbns on a 

Tl ( ,-w- <9 Knightly Character, 

Mj. [>«{ 

'l M U !tv,«, "Ian Ikldcttklten" (“A 
late”), Op. 40, [697] 
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Strauss, Richard (Cont.) 

Rondo, “Till Eulenspiegel’s Merry 
Pranks,” Op. 28, [700] 

Tone Poem, “Tod und Verklarung” 
(“Death and Transfiguration”), 
Op. 24, [693] 

Stravinsky, Igor, [709-726] 

Concerto for Piano and Wind Or¬ 
chestra (with Double Basses and 
Tympani), [722] 

“Circus Polka, [725] 

“Feu d’Artifice” (“Fireworks”), A 
Fantasy for Orchestra, Op. 4, 
[709] 

“Four Norwegian Moods,” [724] 
Divertimento from “Le Baiser de la 
foe (“The Fairy’s Kiss”), [723] 
Symphonic Poem, “Le Chant du 
rossignol” (“The Nightingale’s 
Song), [720] 

“Le Sacre du Printemps” (“The 
Consecration of the Spring”), Pic¬ 
tures of Pagan Russia, in Two 
Parts, [716] 

Suite from “L’Oiseau de feu” (“The 
Firebird”), [710] 

“Ode” in Three Parts, for Orches¬ 
tra, [725] 

Fair Scenes from the Ballet “Petrou- 
chka,” [713] 

“Scenes de Ballet,” [726] 

Suppe, Franz von, [727] 

Overture to “Die Schone Galathea” 
(“The Beautiful Galathea”), 
[727] 

Szymanowski, Karol, [728-729] 
Concerto for Violin and Orchestra, 
Op. 35, [728] 


T 

Tansman, Alexandre, [730-731] 
“Polish Rhapsody,” [730] 

Tartini, Giuseppe, [732-733] 

Concerto for Violin and String Or¬ 
chestra in D minor, [732] 

Taylor, Deems, [734-737] 

Fantasy, “Circus Day,” Op. 18, 
[736] 

Suite, “Through the Looking 
Glass,” [734] 

Thompson, Randall, [738-739] 
Symphony in E minor, No. 2, [738] 
Thomson, Virgil, [740-742] 
“Symphony on a Hymn Tune,” 
[740] 

Suite from the Ballet “Filling Sta¬ 
tion,” [741] 

Toch, Ernst, [743-744] 

“Pinocchio, A Merry Overture,” 
[744] 

“Big Ben”: Variation Fantasy on 
the Westminster Chimes, [743] 
Tschaikowsky, Peter Ilyitch, [745- 
777] 

Symphonies 

No. 2, C minor, Op. 17, [745] 
No. 4, F minor, Op. 36, [748] 

No. 5, E minor, Op. 64, [751] 

No. 6, B minor (“Pathetic”), Op. 

74, [754] 

Concerto for Piano and Orchestra 
in B flat minor, No. 1, Op. 23, 
[756] 

Concerto for Violin and Orchestra 
in D major, Op. 35, [759] 
“Overture, 1812,” Op. 49, [765] 
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Tschaikowsky, Peter Ilyitch (Cont.) 
Overture Fantasy, “Romeo and Ju¬ 
liet, 55 [766] 

“Capriocio Italien, 55 Op. 45, [770] 
Polonaise from the Opera “Eugene 
Onegin, 55 [775] 

Francesca da Rimini, Fantasia for 
Orchestra (after Dante), Op. 32, 
[767] 

Suite from the Ballet “Le Lac des 
Cygnes 55 (“Swan Lake 55 ), [770] 
“Marche Slave, 55 Op. 31, [768] 

Suite No. 4, “Mozartiana, 55 Op. 61, 
[763] 

Suite from the Ballet “The Nut¬ 
cracker, 55 Op. 71a, [772] 

Elegy and Waltz from the “Sere¬ 
nade for Strings 55 in C major, Op. 
48, [777] 

Suite from the Ballet “The Sleeping 
Beauty, 55 Op. 66, [774] 

Suite for Strings, “Souvenir de Flor¬ 
ence, 55 Op. 70, [776] 

Theme and Variations from Suite 
3, in G, Op. 55, [761] 

Turina, Joaquin, [778] 

“Sinfonia Sevillana, 55 [778] 

V 

Vaughan Williams, Ralph, [779-791] 
Symphonies 

“A London Symphony, 55 [779] 
“Pastoral 55 Symphony, [781] 

No. 4, F minor, [783] 


Vaughan Williams, Ralph (Cont.) 
No. 5, D major, [785] 

Overture to the Comedy “The 
Wasps 55 of Aristophanes, [787] 
“Fantasia on a Theme by Thomas 
Tallis 55 for Double String Orches¬ 
tra, [789] 

Verdi, Giuseppe, [792-793] 

Overture to “Luisa Miller, 55 [792] 
Victoria, Tomas Luis de, [794-795] 
“Jesu, dulcis memoria, 55 “Motet, 
[794] 

Vieuxtemps, Henri, [796-797] 

Concerto for Violin and Orchestra 
in D minor, No. 4, Op. 31, [796] 
Villa-Lobos, Heitor, [798-805] 
“Bachianas Brasileiras, 55 No. 5, for 
Eight Cellos and Soprano, [805] 
“Choros 55 : No. 8, for Two Pianos 
and Orchestra; No. 9, for Orches¬ 
tra, [798] 

“Descobrimento do Brasil, 55 Suite 
No. 1, [802] 

Toccata, “O Trenzinho do Caipira 55 
(“The Little Train of the Cai- 
pira 55 ), from “Bachianas Brasil¬ 
eiras, 55 No. 2, [804] 

Viotti, Giovanni Battista, [806-807] 
Concerto for Violin and Orchestra 
in A minor, No. 22, [806] 

Vitali, Tommaso Antonio, [808-809] 
“Chaconne, 55 [808] 

Vivaldi, Antonio, [810-811] 

Concerto in D minor, Op. 3, No. 11, 
[810] 
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W 

Wagner, Richard, [812-829] 

Overtures 

“A Faust Overture,” [828] 

“The Flying Dutchman,” [812] 
“Tannhauser,” [814] 

Selections from “Der Ring des Ni- 
belungen,” [819] 

Entrance of the Gods into Val¬ 
halla from “Das Rheingold,” 
[820] 

Act III from “Die Walkure,” 
[821] 

“The Ride of the Valkyries,” 
[821] 

“Magic Fire Music,” [822] 
“Waldweben” (“Forest Mur¬ 
murs”) from “Siegfried,” [823] 
Funeral Music from “Gbtterdam- 
merung,” [823] 

Brunnhilde’s Immolation from 
Gdtterdammerung,” [824] 
Prelude to “Die Meistersinger,” 
[816] 

Preludes to Act I and III of “Lohen¬ 
grin,” [813] 

Transformation Scene; Klingsor’s 
Magic and Flower Maidens’ 
Scene; Good Friday Spell, from 
“Parsifal,” [826] 

“A Siegfried Idyl,” [824] 


Wagner, Richard (Cont.) 

Bacchanale from “Tannhauser,” 
[815] 

Prelude and “Love Death” from 
“Tristan und Isolde,” [825] 
Walton, William, [830-832] 

Overture, “Portsmouth Point,” 

[830] 

“Scapino,” A , Comedy Overture, 

[831] 

“Warlock, Peter” (Philip Heseltine), 
[833-834] 

“Capriol Suite for Strings,” [833] 
Weber, Carl Maria von, [835-840] 
Overtures 

“Der Freischiitz,” [836] 
“Euryanthe,” [838] 

“Jubel” (“Jubilee”), [835] 
“Oberon,” [836] 

“Concertstiick” for Piano and Or¬ 
chestra in F minor, Op. 79, [839] 
Weinberger, Jaromir, [841-842] 

Polka and Fugue from the Opera 
“Schwanda,” [841] 

Whithorne, Emerson, [843-844] 
Symphonic Poem, “The Dream 
Pedlar,” Op. 50, [843] 
Wieniawski, Henri, [845-846] 
Concerto for Violin and Orchestra 
in D minor, No. 2, Op. 22, [845] 
Wolf-Ferrari, Ermanno, [847] 
Overture to the Opera “The Secret 
of Suzanne,” [847] 


